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ABSTRACT
My thesis explores the representations o f women in the f ic t io n  
o f Games Goyce through th e i r  ro les as s to ry te l le rs .  The double meaning 
of ' t e l l i n g  s to r ie s ' ,  t e l l in g  l ie s  as well as creating f ic t io n s ,  lends 
th e i r  ro les an ambivalent q u a l i ty .  Such an ambivalence is  emblematic o f 
the status o f  female s to ry te l le rs ,  f igured in  the framework o f a male- 
authored te x t .  Moving from o b je c t i f ie d  images to  speaking subjects is  a 
process which disrupts such a frame, making us question the au the n tic ity  
o f the female voices we believe we are hearing.
Concentrating on the more well-known heroines from the early  as 
well as the la te  f ic t io n  o f Goyce, from the short story "The Dead" 
through A P o r t ra i t  o f  the A r t is t  as a Young Man and Ulysses, to  
Finnegans Wake, the female figures concerned are associated in  
p a r t icu la r  with m irro rs , with c lo th ing  and with the female body, as the 
p o l i t ic s  o f  representation are explored through a subversive reading o f 
some t ra d it io n a l motifs associated with women.
Such a c r i t iq u e  is  intended to  contribu te  to  the growing body 
o f fem in ist c r i t i c a l  approaches to  Goyce's works. I ts  focus on the 
issues o f representation seeks to  develop on from recent work in th is  
area, reading the women in  Goyce's f i c t io n  in  a new and radical l i g h t  as 
s to ry te l le rs  themselves, ra ther than merely the s to r ies  to ld .
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A NOTE ON THE TEXT
Typescript in Bold has been used throughout, in  place o f  I t a l i c  in  the 
tex ts  quoted. I t  has also been incorporated in to  the t i t l e s  o f books and 
a r t ic le s  which include the t i t l e s  o f others ' works. This is  to  avoid 
confusion, as the works o f dames doyce, c r i t i c a l  works, and the t i t l e s  
o f journals are underlined.
INTRODUCTION
I
I
iI
"...Who in his heart doubts either that the facts of feminine 
clothiering are there a ll the time or that the feminine fic tio n , 
stranger than the facts, is  there also a t the same time, only a 
l i t t l e  to the rere?"
(FW.109,30-33).
2
"Woman must put herself into the text -  as into the world and
into history -  by her own movement"1.
"Someone asked (Nora) i f  she was Molly Bloom, and she replied,
' I 'm not -  she was much fa tte r '"  .
* * * * *
Nora doyce made a famous remark o f her husband in the w r i te r 's  
own l i fe t im e .  She said o f dames doyce th a t,  "He knows nothing at a l l  
about women''^. As a reaction to  c r i t i c a l  adulation over the 'Penelope'
chapter o f Ulysses, her judgement stands as a beautifu l comolement to
the assertion o f one o f the fathers o f psychoanalysis, Carl dung, who 
wrote: " I  suppose the d e v i l 's  grandmother knows so much about the real 
psychology o f a woman, I d id n ' t " ^ .
Two such opposing views o f doyce's representations o f women 
f ind  themselves re f lec ted  in the two quotations above. Helene Cixous 
argues fo r  the pu tt ing  o f 'woman' in to  the te x t ,  'by her own movement'; 
compared constantly to  the f ic t io n a l  heroine o f Ulysses, Molly Bloom, 
Nora operates a resistance precise ly to  being put in to  the te x t  -  put 
there by others, by her husband and his c r i t i c s ,  not by he rse lf .  Nora's 
resistance to  being 'pu t in to  the te x t '  is  a bodily  one - Molly Bloom is
'much f a t t e r '  than she is .  Cixous's advocation to  women is  similarly
rendered in bodily terms. Concern with the female body in doyce's 
f ic t io n  and the p o l i t ic s  surrounding th a t body, w i l l  be explored in my 
thesis through doyce's representations o f women. The aim o f th is  thesis 
is  not to  establish a re la t io n  between f ic t io n a l  female characters in 
doyce's work, and the real women in h is l i f e ,  to  see in the body o f one 
the image o f the other, but ra ther to  explore the contrad ictions and 
oppositions which h is  representations o f  women throw up to  the fem in ist 
reader.
As the quotation from Finnegans Wake on the opening page o f my 
Introduction suggests, an opposition between fa c t  and f ic t io n  occupies 
much o f th is  thes is , p a r t ic u la r ly  in  i t s  equating 'fem inine ' and 
' f i c t i o n ' .  The l in k  between such f i c t i o n a l i t y  and the notion o f 
'c lo th ie r in g '  l in k s  women with the sense o f an outer show, o f a 
covering o f th e i r  bodies, o f not t e l l i n g  the whole s to ry . In order to
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t e l l  the whole s to ry , the women in Joyce's f ic t io n  play on th e ir  
c lo th ing , th e i r  outer appearance, contrasting what l ie s  beneath with 
what is  shown on top. For what is  shown on the outside is  a woman's 
body, clothed by a male author.
In her work on nineteenth century pa in ting , the fem in is t c r i t i c  
Lynn Pearce asks: "What can the twentie th century fem in is t reader/viewer 
ac tua lly  do with male-produced nineteenth century images o f women?"5. 
From nineteenth century pa inting to  twentieth century w r i t in g ,  the 
question o f 'male-produced images' is  the same, and is  cruc ia l to  a 
fem in is t reading o f Joyce's representations o f women. One answer is  to  
respond to these images as images, as representations which do not t e l l  
the whole s to ry , and throughout my thesis the question o f representation 
and what i t  does not reveal, what i t  does not t e l l ,  crops up again and 
again. Images o f women recur throughout Joyce's work as I demonstrate 
through semiotics, through p ic to r ia l  association, and through Joyce's 
use o f the body as a page on which to  w r i te .  But th is  can only be part 
o f  the answer. For a fem in is t response must not merely to  look at how 
such images are produced, but must also l is te n  to  what such images may 
ac tua lly  be saying. Rather than consider the t ra d i t io n a l views o f women 
as objects o f  a s to ry , as muse f igu res , or as d is rup tive  elements w ith in  
the frame o f a s to ry , views which have been emphasized throughout 
l i t e r a r y  h is to ry ,  my thesis ra ther explores the ro les o f  these women 
figures as s to ry te l le rs  themselves. As s to ry te l le rs  w ith in  Joyce's 
f i c t io n ,  the d is rup tive  q u a li ty  not only o f what they say, but o f th e i r  
very assumption o f speaking in the f i r s t  place, needs to  be explored, 
ju s t  as th e i r  voices demand to  be heard. While images are expected to  be 
s t i l l ,  and to  be s i le n t ,  s to ry te l le rs  must move and speak. My thesis 
seeks to  explore how fa r  the women in  Joyce's work f u l f i l  such 
expectations.
Joyce's own comment th a t he "hated in te l le c tu a l women"5 has 
been resisted by many fem in ist c r i t i c s  o f his work, who po in t out the 
acknowledgement by the w r i te r  tha t "throughout my l i f e  women have been 
my most active helpers"^, c i t in g  the invaluable help o f  key women 
figures in Joyce's l i f e  l ik e  Harr ie t Shaw Weaver and Sylvia Beach5. The 
'reclamation' o f Joyce fo r  feminism has involved a re-assessment o f how 
his f ic t io n a l  heroines should be approached, o ffe r in g  many and varied
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in te rp re ta t io ns , from Women in Joyce published in 1980^, to  a special
e d it ion  o f Modern F ic tion  Studies in  1989, devoted e n t i re ly  to fem in ist
readings o f Joyce1 S im ila r ly ,  studies focusing on the female f igures
11in  Joyce's l i f e ,  l ik e  Brenda Maddox's biography Nora , contribute to  a 
re-evaluation o f Joyce's re la t ion s  with women in h is l i f e ,  and his
representations o f women in h is work. The tensions between the two have 
already been established by my opening quotation from Nora Joyce 
regarding Molly Bloom. The dual frameworks o f a r t  and l i f e  are
frameworks which, my thesis argues, are repeatedly disrupted by Joyce's 
representations o f women. I t  is  the ro le  o f the woman as s to ry te l le r  
which performs such a d is rup tive  func tion . In switching the focus from 
the p o r t ra i t  o f  the a r t i s t  as a young man, I regard the women in Joyce's 
f ic t io n s  as a r t is ts  in th e ir  own r ig h t ,  creating f ic t io n s  and t e l l in g  
s to r ie s . Framed by a male s to r y te l le r ,  these 'feminine f ic t io n s '  
d is rup t boundaries and challenge id e n t i t ie s  through the duplic itous 
power which is  embodied in the act o f ' t e l l i n g  s to r ie s ' ;  t e l l i n g  l ie s  as 
well as creating f ic t io n s ,  l ik e  Stephen Dedal us, they too w i l l  ' fo rg e ' .
In order to  create themselves, as well as create s to r ies , women 
f in d  themselves occupying more than one space at one time. In th e ir
m u lt ip le  states, women are often more 'spoken about' than 'speaking', as
A lice Jardine notes:
"The problem is  tha t w ith in  th is  ever-increasing in f la t io n  o f 
question marks around the word 'women', women as th ink inq , w r it in g  
subjects are placed in the pos ition o f constantly wondering whether 
i t  is  a question o f women or woman, th e i r  w r it te n  bodies or th e i r  
written bodies" .
The relevance fo r  postmodern fem in is t th ink ing  o f the works o f 
a male modernist w r i te r  is  questioned by the ambivalence o f the 'w r i t te n  
bodies' here. Speaking and w r it in g  are re la ted to  the female body in 
th e i r  physical occupation o f a space, a space h is to r ic a l ly  associated 
with men. For women, the act o f pu tt ing  oneself in to  the te x t  is  
u lt im a te ly  a p o l i t ic a l  act:
"Listen to  a woman speak at a public ga the ring .. .She doesn't 'speak', 
she throws her trembling body forward; she le ts  go o f he rse lf ,  she 
f l i e s ;  a l l  o f  her passes in to  her voice, and i t ' s  with her body tha t 
she v i t a l l y  supports the ' lo g ic '  o f  her speech"'3.
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The p o l i t ic a l  im plications o f such a 'w r i t in g  the b o d y '^  are 
at f i r s t  apparently compromised by th is  demonstration, in i t s  
p r iv i le g in g  o f  what i_s, over what seems to  be, 'a l l  o f  her passes in to  
vo ice '.  And yet the sense o f something un ita ry  and f ixed , a body 
belonging to  an indeterminate woman, is  u lt im a te ly  defeated by th is  
passage in a l l  i t s  motive f ig u ra t io n .  Invoking the corporea lity  o f the 
woman speaker to  demonstrate the power o f  speech, becomes a way fo r  the 
woman to  move beyond 'h e rs e l f ' .  The opposition contained w ith in  the 
p lu r a l is t ic  t i t l e  o f my thes is , 'fem inine ' and ' f i c t i o n s ' ,  re f le c ts  the 
opposing concerns o f ,  on the one hand, an id e n t i f ic a t io n  o f women with 
th e i r  bodies which may appear to  deny th e i r  p o s s ib i l i ty  o f 
representation, and on the other, a view which p r iv i leges  the 
constructed nature o f the representation o f women. An awareness o f 
women's d iffe rence, an awareness which Joyce constantly d isp la yed ^ , is  
however, endemic to  both arguments. These arguments are in  fa c t  not so 
d i f fe re n t  from one another, as my consideration o f  the women in Joyce's 
f i c t io n  shows. For ra ther than opposing each other, they in  fa c t  
in te ra c t  with and are interdependent upon each other.
Such a d ifference between 'be ing' and 'seeming', between 
'fem inine ' and ' f i c t i o n '  can be postulated through the body, as Mary Ann 
Doane w rites : " . . . t h e  pos iting o f the body i_s a condition o f discursive 
p rac tices"1^. Such a posit ing  o f the body returns us to  A lice Jardine's 
concerns above; discursive practices become contexts s ig n if ie d  by 
quotation marks as women become 'the word 'woman". Jardine too repeats 
the opposition between being and seeming in her d iv is io n  between 
'w r i t te n  bodies' and 'w ritten bodies', c i t in g  the gap opened up between 
them as a space o f  possible confusion fo r  women. This space, which is  a 
space o f  discourse, a space where 'woman' is  put in to  c irc u la t io n ,  is  
the space which th is  thesis w i l l  be seeking to  map out fo r  the female 
s to ry te l le rs  o f Joyce's f i c t io n .  S p i l l in g  over from one side to  the 
other, breaking boundaries in  th e i r  attempts to  speak and to  be heard, 
the women in  Joyce's f ic t io n  are indeed 'much f a t t e r ' ,  as Nora notes o f 
Molly Bloom. Challenging the frames o f th e i r  bodies, they challenge the 
re s t r ic t io n s  o f  the frames o f the te x t .
My thesis w i l l  be demonstrating p a r t ic u la r  aspects which run 
through Joyce's work in re la t io n  to  women in  the fo llow ing chapters. The
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chapters reca ll many o f the same features: the f ic t io n a l  powers o f the 
m irro r; the use o f female c lo th ing ; the crossing o f boundaries and the 
d isrupting o f frames; the depiction o f the female body and the reactions 
o f others to  i t .  By doing th is ,  my thesis seeks to  establish a thread 
common to  a l l  the women in Joyce's f i c t io n  who are considered here, 
l in k in g  them in th is  way ra ther than by biographical association to 
women in Joyce's l i f e ,  although th is  aspect has i t s  own importance. 
Rather than chart a chronological development o f the female figures 
through Joyce's f i c t io n ,  I prefer to  take a more c i rc u la r  route, 
h ig h l igh t in g  d i f fe re n t  aspects through s im ila r  motifs and s tra teg ies.
My f i r s t  chapter focuses on the f igu re  o f Gerty MacDowell, as 
she exchanges glances with Leopold Bloom on the beach o f Dublin in the 
'Nausicaa' chapter o f Ulysses. I ts  re f le c t iv e  q u a l i ty  is  explored 
through the dynamics o f the language o f romance f i c t io n  through which 
Gerty 'speaks', a language which is  both r e s t r ic t iv e  and l ib e ra to ry  fo r 
her. In the fo llow ing chapter, I explore in more de ta il the co rre la t ion  
between images o f women and th e i r  speaking voices, as I consider Molly 
Bloom in 'Penelope' as a performative s to r y te l le r ,  creating f ic t io n s  o f 
and by he rse lf .  Viewing Molly both as representation and non­
representation demonstrates how she breaks down boundaries between these 
frames, a po int which leads me in to  my th i rd  chapter. In a reading of 
the 'Oxen o f  the Sun' chapter, I argue fo r  the f ig u r in g  o f the maternal 
body o f Mina Purefoy as an ambivalent presence, ra ther than merely an 
absence. This chapter in p a r t icu la r  is  ind ica t ive  o f my general approach 
which refuses to  see women in Joyce merely as absences1^. Disrupting the 
frames between absence and presence, the maternal body is  the paradigm 
fo r  many female figures in Joyce's work.
My remaining chapters focus e n t i re ly  on Finnegans Wake, and i t s  
two main female f igu res , ALP and Issy. My reading o f ALP takes in 
mythological aspects which I argue Joyce renders ambiguous in the Wake, 
and the part which memory plays in the process o f  s to ry te l l in g ,  as ALP 
seeks to  estab lish her place w ith in  the world. The obscure o r ig ins  o f 
both myth and memory demonstrate the play between absence and presence 
which I associate with a l l  Joyce's female f igu res ; the predicating o f 
memory upon fo rg e tt in g  echoes th is  aspect. In my f in a l  chapter, I 
consider the re la t ion sh ip  between Issy, the mirror-daughter and her
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mother ALP in terms o f time and language, to  argue fo r  a strategy o f 
resistance in both, as Issy seeks the a r t i s t i c  autonomy so precious to 
Stephen in A P o r t r a i t .
As a concluding chapter, I consider the trope o f mimesis in ,A 
P o r tra i t  o f  the A r t i s t  as a Young Man and the short story "The Dead" to 
bring together the themes o f my thes is , and to present the case fo r 
women's voices and the d isruption o f frames in Joyce's early  works.
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1. Helene Cixous, "The Laugh o f the Medusa" translated by Keith Cohen 
and Paula Cohen in Signs:Women and Gender, edited by Elizabeth and Emily 
Abel, 1977; p .279.
2. Richard Ellmann, James Joyce Oxford:Oxford University Press, 1959 
and 1982; p .149.
3. Ellmann, c f . o p . c i t . ;  p .629.
4. Ellmann, c f .o p .c i t ;  p .629.
5. Lynne Pearce, Woman/Image/Text London ha rves te r Wheatsheaf, 1991;
p .2.
6. " . . .a s  he pointedly to ld  Mary Col urn la te r ,  ' I  hate in te l le c tu a l
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pp.198-199), and la te r  she was to  continue to  support Joyce over
Finnegans Wake, when many doubted the pro jec t (Ellmann, p .669). On his 
death, she paid fo r  h is funeral (Ellmann, p.481).
Sylvia Beach, a fr iend  of H arr ie t Shaw Weaver's, published the f i r s t  
ed it ion  o f Ulysses through her Paris bookshop, "Shakespeare and 
Company", and although she and Joyce became estranged in la te r  years, 
her support fo r  h is  work remained appreciated by him (Ellmann, pp.504- 
505).
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13. The concept o f 'w r i t in g  the body' otherwise known as 'e c r i tu re  
fem in ine ', was begun by Cixous's famous essay quoted here. See accounts 
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14. Cixous, c f . o p . c i t . ;  p .285.
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Ellmann notes a p a r t icu la r  occasion: "(Joyce) was always labouring to  
iso la te  female cha rac te r is t ics , from an incapacity fo r  philosophy to  a 
d is l ik e  fo r  soup. He supplemented Weininger with a contention o f his 
own, tha t pu tting  books in the bookcase upside down was a feminine 
t r a i t . . . "  c f . o p . c i t . ;  p .463.
The fa c t  tha t women's d ifference was t r a d i t io n a l ly  treated negatively 
has led some fem in is t c r i t i c s  to  re je c t  the notion o f  d iffe rence a t a l l ,  
as Rosalind Miles w r ites : "The time is  long overdue fo r  c r i t ic is m  to  
abandon the use o f these inadequate and tendentious terms. Any 
assumption o f  the existence o f 'masculine' and 'fem inine ' must lo g ic a l ly  
mean tha t each should la rge ly  i f  not wholly be seen in the sex whose 
name i t  ca rr ies . But can i t  in any way be shown tha t the in te l l ig e n ce  o f 
male and female function d i f fe re n t ly ?  Do creative men and women actua lly  
th ink  and w rite  d if fe re n t ly ?  Of course they do; but from one another as 
ind iv idua ls  ra ther than as sexes. A ll w rite rs  who can claim the t i t l e  
w r ite  d i f fe re n t ly  from anyone else, th a t is  a l l "  in  The Female Form New 
York and London:Routledge, 1987; p .196.
While I would not wish to  assign a p a r t ic u la r  set o f  cha rac te r is t ics  
to  what is  termed 'fem in ine ',  I do th in k  i t  is  important to  see how such 
terms have come about and to  expose th e i r  cha rac te r is t ics  as 
constructed, and therefore p l ia b le .
16. Mary Ann Doane, "Woman's Stake:Filming the Female Body" in Feminism 
and Film Theory edited by Constance Penley, New York and 
London:Rout!edge, 1988; p .226.
17. This p a r t icu la r  view, ty p i f ie d  by recent c r i t i c s  such as Patrick 
McGee, rests upon a Lacanian reading o f Joyce, which posits woman as 
absence. (See McGee's Paperspace:S ty le as Ideology in  Joyce's Ulysses, 
Lincoln and London:University o f Nebraska Press, 1988). While my own 
work focuses a great deal on the use o f m irrors in Joyce's f i c t io n ,  I 
have de libe ra te ly  avoided using Lacan's h ighly in f lu e n t ia l  work on the 
mirror-stage and language, because o f  i t s  im plications o f  woman-as-lack. 
While I do re fe r  to  the work o f  fem in is t c r i t i c s  such as Mary Ann Doane 
which do depend upon h is  theories, th e i r  work is  less r e s t r ic t iv e  fo r  me 
in the application o f these theories.
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"STILL, IT WAS A KIND OF LANGUAGE BETWEEN US";
THE LANGUAGE OF ROMANCE FICTION IN 'NAUSICAA1, ULYSSES.
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"You only have to look at the Medusa straight on to see her. And 
she's not deadly. She's beautiful and she's laughing".
* * * * *
The concerns o f my In troduction , the m arg ina lity  o f women’ s 
voices and the problematics o f  th e i r  visual representation, come 
together in  th is  opening chapter as the quotation from Helen Cixous 
above suggests. In reading the 'Nausicaa' chapter o f Ulysses as a 
p a r t ic u la r  kind o f frame which seeks to  prevent i t s  female protagonist, 
Gerty MacDowell, from being seen 's t ra ig h t  on ', or her laughter being 
heard, my chapter attempts to  demonstrate the power o f challenging such 
re s tr ic t io n s  from w ith in  the imprisoning frame i t s e l f .  I t  is  the sense 
o f Gerty's d iffe rence as a romance heroine which i r o n ic a l ly  grants her 
the a b i l i t y  to  challenge her place in  the romance world. The 
contrad ictions o f her voice and image as s i le n t  and unseen become 
clearer when we gaze as Gerty does, through the m irror o f  romance 
f ic t io n .
In a le t te r  to  her fu tu re  husband, w r it te n  on the 16th August 
1904 while they were courting , Nora Barnacle gave voice to  her priva te 
fee lings in  the fo llow ing way:
" I t  seems to  me tha t I am always in your company under every possible 
var ie ty  o f circumstances ta lk in g  to  you walking with you meeting you 
suddenly in d i f fe re n t  places u n t i l  I am beginning to  wonder i f  my s p i r i t  
takes leave o f  my body in  sleep and goes to  seek you and what is  more 
f in d  you or perhaps th is  is  nothing but a fa n ta s y . . . "  .
Although the s ty le  o f th is  le t t e r  was id e n t i f ia b ly  Nora's, with 
i t s  lack o f punctuation which Joyce was la te r  to  make such a famous 
feature o f the 'Penelope' chapter o f Ulysses, the source o f i t s  content 
and re g is te r  is  more dubious. For Joyce suspected i t  not to  be Nora's 
own 'fan tasy ' at a l l ,  as Richard Ellmann notes: "This le t t e r ,  on flower- 
decorated s ta t ionery , was apparently borrowed from a book. Joyce is  said
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to  have persuaded Nora Barnacle to  use only her own words in the
future"**. The romantic nature o f  th is  le t t e r  'on flower-decorated
s ta t io ne ry1 finds an echo in the re g is te r  o f one o f Ulysses' young 
heroines, Gerty MacDowell. The 'borrowed' nature o f  the romance world, 
' lend ing ' a voice to  i t s  female protagonists and readers, is  one which 
w i l l  be explored here. The im plica tions o f Gerty's voice too, l ik e
Nora's, being a voice 'borrowed' from the realm o f romance, are
considered in  re la t io n  to  the e f fe c t  they may have on the p o s s ib i l i ty  o f 
her 'using her own words' in such a world.
I t  is  in  the 'Nausicaa' chapter o f Ulysses tha t we encounter 
our 'he ro ine ',  Gerty MacDowell, walking along Sandymount Strand with her 
fr iends in Dublin on the evening o f the 16th Dune 1904. The chapter is  
constructed in  two parts: f i r s t ,  the narra tive  a t tr ibu ted  to Gerty 
he rse lf ,  the "namby-pamby jammy marmalady drawersy"4 s ty le  o f the young 
g i r l  on the beach, before the narra tive  o f Leopold Bloom, who is  also 
present on the beach, takes over. Such a s ty le  is  appropriate to the 
romance world as Dean Radford notes. For i t s  id e a liz in g  e f fe c t  resu lts  
in " . . .d e f in in g  (romance) as the l i te ra tu re  o f w ish -fu l f i lm e n t,  and 
claiming tha t i t  represents the in trus ion  o f the ' i t  might have been' 
in to  the ' i t  was'"*’ .
Such a transformation from the real to  the ideal is  the primary 
condition o f romance, and the alignments Doyce made between Ulysses and 
The Odyssey contribu te  to  th is  e f fe c t .  The Homeric pa ra l le l with the 
Princess Nausicaa whom Ulysses observes on the beach records th a t she is  
s im i la r ly  accompanied by her fr iends , as Gerty i s ,  handmaidens with whom 
she plays b a l l .  The L inati schema drawn up by Doyce l i s t s  a d ire c t  
correspondence between the Princess and Gerty he rse lf ,  and notes the 
symbol o f the chapter to  be tha t o f  the v irg in ,  under which heading is  
also l is te d  "Onanism: Female: Hypocrisy"*’ . The p a ra l le ls  then are not 
stra ightforward ones, and th e i r  associations are extremely ambivalent, 
as the p u r ity  o f the v irg in  is  aligned with onanism and hypocrisy. Such 
an ambivalence is  conveyed by p r iva te  thoughts, f i l t e r e d  through the 
ve il o f  romance, as Gerty appears at f i r s t ,  l ik e  Nora above, to voice 
'he r ' fantasy:
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"For an ins tan t she was s i le n t  with ra ther sad downcast eyes. She was 
about to  r e to r t  but something checked the words on her tongue. 
Inc l ina tion  prompted her to  speak out: d ig n ity  to ld  her to  be s i le n t .  
The p re tty  l ip s  pouted awhile but then she glanced up and broke out in to  
a joyous l i t t l e  laugh which had in  i t  a l l  the freshness o f a young May 
m orning..." (U.286-7).
From the beginning we see Gerty caught between 'd ig n i t y 1 and 
' in c l in a t io n ' ,  between speaking and keeping s i le n t .  On the beach with 
her two fr iends , Cissy Caffrey and Edy Boardman, and the noisy, 
mischievous twin brothers, Tommy and Jacky Caffrey, Gerty appears 
unw ill ing  to  p a rt ic ip a te  in th e i r  boisterous a c t iv i t ie s .  The harmless 
teasing o f Tommy by Edy Boardman, in s is t in g  tha t Gerty is  his 
sweetheart, makes Gerty blush: "a t e l l t a l e  f lush , de lica te  as the 
fa in te s t  rosebloom, crept in to  her cheeks" (U.286). An appropriate 
subject matter in  th is  romantic se tt in g , i t  is  s p o i l t  fo r  Gerty by the 
inappropriateness o f  the subject concerned; Tommy is  "scarce four years 
o ld" (U.284), while Gerty he rse lf  is  twenty-two. Feeling tha t they are 
laughing at her, Gerty's rep ly  is  to  laugh back. Her 'fan tasy ' is  voiced 
however, not through the words which are 'checked on her tongue', but 
through the laughter 'o f  a young May morning', as she is  caught between 
the real world with her fr iends on the beach, and the ideal world o f 
romance, where her l ip s  are 'p re t ty '  and her laugh is  ' l i t t l e '  and 
' jo y o u s '.
I t  is  th is  ide a liz ing  e f fe c t  which moves from Gerty's 'downcast 
eyes', a movement from something negative, to  a 'joyous l i t t l e  laugh', 
a t t ra c t iv e  and appealing, as a romance heroine should be. The " in trus ion  
o f  the ' i t  might have been' in to  the ' i t  was'" th a t Radford notes as the 
condition o f romance, and represented fo r  Joyce by the borrowing o f 
another te x t  which takes place in Nora's le t te r s ,  is  one which s im i la r ly  
takes place in Gerty's narra tive through the romance genre. Joyce's 
exortation to  Nora to  'use her own words in fu tu re ' ,  on discovery o f  the 
'borrowed' nature o f  her le t t e r ,  goes unheard by Gerty; instead, 
'd ig n i ty  to ld  her to  be s i l e n t ' .
In order to  inhab it the "more desirable universe"^ o f romance, 
Gerty must f i r s t  become i t s  f ic t io n a l  heroine. This world possesses her 
id e n t i ty ,  and in doing so, possesses her voice; she must 'check the
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words on her tongue', fo r  th is  is  a language which requires her to  be 
s i le n t .  Like Gerty, the id e n t i ty  o f  th is  p a r t ic u la r  place is  ca re fu l ly  
constructed:
"The summer evening had begun to  fo ld  the world in  i t s  mysterious 
embrace. Far away in  the west the sun was se tt ing  and the la s t  glow o f
a l l  too f le e t in g  day lingered lo v in g ly  on sea and s tra n d . ."  (U.284).
An act o f intimacy and tenderness establishes the passing of 
the day, 'mysterious embrace', and the conscious l i te ra r in e s s  o f the 
a l l i t e r a t iv e  'l ingered  lo v in g ly ' ,  'sea and strand' are echoes o f the 
description o f Gerty he rse lf ,  whose 'p re t ty  l i p s '  are 'pouted ', and 
whose laughter is  f u l l  o f 'freshness' and i t s  own a l l i t e r a t io n .  Oust as 
she is  framed by the romance world which opens th is  chapter, so our 
in troduction to  the female protagonist o f th is  chapter is  framed by a 
question, "But who was Gerty?" (U.285), and Gerty re p lies  in  laughter. 
The 'p re t ty  l i p s '  which 'pout aw h ile ',  prevented from speaking, break 
out in to  a 'joyous l i t t l e  laugh' - the laughter o f the heroine o f 
romance f i c t io n ,  a heroine who is  described fo r  us as "as f a i r  a 
specimen o f winsome I r is h  girlhood as one could wish to  see" (U.285-6). 
The d ig n ity  which prevents Gerty from speaking is  the very d ig n ity  which 
constructs her id e n t i ty  as a romance heroine, fo r ,  as a ' f a i r  specimen', 
she conforms to  the romantic feminine idea l, she is  second to  none: "she 
looked so love ly  in  her sweet g i r l i s h  shyness th a t o f  a surety God's
f a i r  land o f Ireland did not hold her equal" (U.286).
Thus, when we do hear Gerty 'speak', we hear the words o f the 
language o f romance. As the voices o f  men in the church nearby are heard 
praying to  the V irg in  Mary, "beseeching her to  intercede fo r  them" 
(U.290), Gerty's thoughts turn  to  one who s im i la r ly  requires such 
intercession on his behalf, her fa the r :
"Had her fa ther only avoided the clutches o f the demon dr ink , by taking 
the pledge or those powders the drink habit cured in  Pearson's Weekly, 
she might now be r o l l in g  in her carr iage, second to  none...But th a t v i le  
decoction which has ruined so many hearths and homes had cast i t s  shadow 
over her childhood d a ys .. ."  (U.290).
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Gerty speaks o f her fa ther in  cliched terms. He is  l i k e  a 
f ic t io n a l  character, established as an a rc h -v i l la in ,  the 'demon d r ink '
and 'v i l e  decoction' blamed fo r  h is  behaviour which 'cast i t s  shadow',
ju s t  as she witnesses him l i f t i n g  "h is  hand to  a woman" (U.290), to  be 
branded by her as "the lowest o f the low" (U.290). The au tho rity  o f 
other l i te ra tu re  l ik e  women's magazines which Gerty c ites  here l ik e  
'Pearson's Weekly' shapes her language to  describe 'the  drink habit 
cured' by 'those powders'. Such phraseology with i t s  advertis ing 
overtones fa r  from being a lien  to  the romance genre, threatening to
displace i t ,  are very much part o f the romance narra tive  i t s e l f ,  with
i t s  euphemistic q u a l i t ie s  and exaggerations, ' v i l e  decoction ', 'shadow', 
'demon d r in k '8, as well as i t s  appeal to  a higher a u th o r ity .
The deference o f magazines to  the wisdom o f th e i r  
advertisements re f le c ts  a s im ila r  deference to  au tho rity  f igures in 
romance i t s e l f ,  as w i l l  be shown. The cliched and exaggerated depiction 
o f  her fa ther paints a p ic tu re  o f violence and abuse, and the l im i t in g  
power o f such a l in g u is t ic  feature as the c l iche  emphasizes the 
entrapment Gerty fee ls  at his hands; i f  i t  were not fo r  h is behaviour, 
'she might now be r o l l in g  in her ca r r ia g e '.  Contro ll ing  the te x t ,  the 
c l iche  maintains a status quo o f established language patterns, ju s t  as 
her fa ther maintains h is h ierarch ica l position w ith in  the household, a 
pattern which Gerty can only echo and repeat. Not only is  the pattern o f 
language echoed a few l ines  la te r  in  the te x t  -  'the clutches o f the 
demon d r in k ' is  heard in  the la te r  "a prey to  the fumes o f in to x ica t io n "  
(U.290) - but i t s  r e l ig io s i t y  is  twice conveyed through 'demon' and a 
play on 'p rey '/p ray .
Further, Gerty fee ls compelled to  repeat the violence suffered 
a t the hands o f her fa ther in  the seduction fantasies o f he rse lf  and 
Bloom, the 'gentleman opposite' who is  looking at her on the beach: "He 
was eying her as a snake eyes i t s  prey. Her woman's in s t in c t  to ld  her 
th a t she had raised the devil in h im . . . "  (U.295). The re p e t i t io n  o f 
'p rey ' here is  a d is tu rb ing one, as she he rse lf  becomes to Bloom what 
her fa ther was to  d r ink , and i t s  th rea t o f po tentia l violence t h r i l l s  
her, "and at the thought a burning scar le t swept from th roa t to  brow" 
(U.295). Both Bloom and her fa ther become perpetrators o f violence
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towards her, the one wished fo r ,  the other feared, as even in  her 
fantasies o f  seduction Gerty appears to  be con tro lled  and subjected.
However, while the c liche  indeed establishes and confirms 
through re p e t i t io n ,  i t  has a double ro le  here, fo r  in the context o f 
romance f ic t io n  i t  can also be seen as l ib e ra t in g .  By providing an 
escape from the harsh re a l i t ie s  o f an everyday world in to  the fantasy 
realm o f a hackneyed, non-challenging re g is te r ,  i t  allows Gerty to  
perform an act o f transformation:
"Poor fa ther! With a l l  h is fa u l ts  she loved him s t i l l  when he sang Tell 
me, Mary, how to woo thee or My love and cottage near Rochelle and they 
had stewed cockles and le ttuce  with Lazenby's salad dressing fo r  supper 
and when he sang The moon hath raised with Mr Dignam.." (U.291).
A drunken fa ther becomes a romantic balladeer, as Gerty moves 
from one c liche  to  another. The glamour o f  th is  fantasy world 'she loved 
him s t i l l 1 c o n f l ic ts  with the ord inary, everyday o f  'Lazenby's salad 
dress ing ', 'stewed cockles ', and transforms the th rea t o f a v io len t 
fa ther in to  an appeal fo r  love, singing 'T e ll  me Mary how to  woo the e '.  
S im ila r ly ,  the man she desires, her ideal 'beau', is  transformed through 
the romance: "No prince charming is  her beau ideal to  lay a rare and 
wondrous love at her fee t but ra ther a manly man with a strong quiet 
face who had not found his idea l, perhaps his ha ir s l ig h t ly  flecked with 
grey, and who would understand, take her in h is she lte ring  arms, s tra in  
her to  him in a l l  the strength o f h is deep passionate nature and comfort 
her with a long long k iss" (U.288). The paternal a t t r ib u te s  o f  th is  
hero, h is greying ha ir  and 'strong qu ie t fa ce ',  emphasize another 
transformation o f the fa ther; Gerty is  not th ink ing  o f  tha t other beau, 
Reggy Wylie who is  fa r  too young to  be represented in  th is  way, but 
ra ther o f an ideal fa ther f ig u re , a feature common to  the romance genre 
as Ann Rosalind Oones notes: " . . . fe m in in e  Oedipal fantasies o f winning 
one's fa ther as a love r"^ .
However, although th is  ideal conforms to  romance stereotypes in 
th is  way -  the hero is  then a 'manly man', o lder and more experienced 
than she 'h is  ha ir  s l ig h t ly  flecked with grey' -  i t  is  a stereotype 
which the genre o f romance ac tua lly  subverts i t s e l f ,  and in copying i t ,  
Gerty too performs an act o f subversion. A ttes ting  to  her success at
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transforming he rse lf  in to  a romance heroine, th is  depiction o f the hero 
as nurturer ra ther than seducer, 'take her in his she ltering arms', 
turns around conventional ro les tha t Gerty is  forced to  play in  real 
l i f e .  She is  accustomed to taking care o f others, p a r t ic u la r ly  her 
mother: "And when her mother had those raging s p l i t t in g  headaches who 
was i t  rubbed the menthol cone on her forehead but Gerty" (U.291), 
perhaps too accustomed, as a note o f discord is  evidenced: "though she 
d id n ' t  l ik e  her mother's taking pinches o f snuff and tha t was the only 
s ingle th ing they ever had words a b o u t . . . "  (U.291). Instead o f reading 
th is  desire to  be taken care o f in  the same l ig h t  o f subjection as the 
desire to  be v io le n t ly  seduced, Gerty's demand fo r  comfort, she lte r and 
protection can be seen as a reversal o f the ro les t r a d i t io n a l ly  played 
by men and w o m e n ^ .  The re p e t i t io n  o f stock phrases from the romances 
she has read l ik e  'prince charming', 'a manly man', 'her beau id e a l ' ,  
allows Gerty, through copying i t s  language, to  copy i t s  values too, "he 
who would woo and win Gerty MacDowell must be a man among men" (U.288). 
Through the romance, Gerty is  able to  move l in g u is t ic a l ly  as well as 
f ig u ra t iv e ly  to  another world by the access ib ilty  o f i t s  language. The 
c liche  is  a fa m i l ia r ,  easy-to-echo l in g u is t ic  feature which allows Gerty 
to  re p l ica te ,  while embellishing and transforming a l i t t l e .
I t  is  the very a c c e s s ib i l i ty  o f such a language which 
establishes Gerty not only as a protagonist in  a romance, but also as a 
reader o f the romance. We know tha t she can use th is  language to  
transform her world, because she has expert knowledge o f i t  through her 
reading practice:
"..soon the lamplighter would be going h is  rounds past the presbyterian 
church grounds and along by shady T r i to n v i l le  avenue where the couples 
walked and l ig h t in g  the lamp near her window where Reggy Wylie used to  
tu rn  his freewheel l i k e  she read in  tha t book The Lamplighter by Miss 
Cummins, author o f Mabel Vaughan and other ta le s " (U.298).
By the end o f th is  sentence we have almost forgotten tha t she 
has repeated the t i t l e  o f Maria Cummins's book at the beginning o f her 
reverie  in 'the lamplighter would soon be going h is rounds'. Her 
thought process is  structured here by such re p e t i t io n ,  as the ' l ig h t in g  
o f  the lamp' produces thoughts o f  her 'beau', Reggy Wylie, before she
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focuses on the romance she has been reading, H ike  she read in tha t book 
The Lamplighter'. The re p e t i t iv e  q u a l i ty  o f  romance takes over her voice 
at these moments to  emphasize, not necessarily a gap between the 
f ic t io n a l  Gerty we see in  the romance world and the ' r e a l1 Gerty on the 
beach with her fr iends , but ra ther to  show the slippage between Gerty as 
protagonist, and Gerty as re a d e r^ .  The voice o f Gerty the protagonist 
is  heard romantically re ca l l in g  'the window where Reggy Wylie used to 
turn his freewheel', while the voice o f  Gerty the reader repeats what 
sounds l ik e  the blurb on the dustjacket o f a book, 'Miss Cummins, author 
o f Mabel Vaughan and other ta le s ' .
The fo rm a lity  o f th is  imparting o f  knowledge gives away Gerty's 
other ' id e n t i t y '  as i t  were, as i t  ja rs  with the romantic nature o f the 
res t o f th is  e x tra c t.  Like her occasional lapses in  grammar, fo r  
instance, "...because she wasn't stagestruck l ik e  Winny Rippingham tha t 
wanted they two to  always dress the same..." (U.293), the changes in 
tone are considered to  reveal the ' t ru e '  Gerty, the true  one being the 
one who is  unable to  parse properly. Such changes in  tone are also 
recorded in her reactions to  the tw ins, and to  Cissy and Edy, whom she 
describes variously as "Madcap Ciss with her golliwog cu r ls "  (U.290) 
before she changes to "she did look a s t re e l" (U.295). Taken as signs of 
her ignorance, such textual lapses are regarded as give-aways; l i k e  the 
stockings she wears which she reveals to Bloom while rocking her foo t 
back and forward on the beach, Gerty is  apparently rendered transparent 
through her lack o f  knowledge.
Such slippages occur a l l  the way through Gerty's na rra t ive , as 
we see from the very beginning evidence o f Gerty's dubious readership 
q u a l i t ie s ,  not ju s t  o f  romances but also o f adverts in  magazines: " I t  
was Madame Vera V e r ity ,  d irectress o f  the Woman Beautiful page o f the 
Princess Novelette, who had f i r s t  advised her to  t r y  eyebrowle ine..." 
(U.286). This re p e t i t io n  o f formal phrasing, 'd irec tress  o f the Woman 
Beautiful page' answers what should be a rhe to r ica l question: "Why have 
women such eyes o f witchery?" (U.286). As reader, Gerty gives away the 
secrets o f Gerty the protagonist, a betrayal which creates a comic 
e f fe c t .  Such a comic e f fe c t  has been a tt r ibu ted  to  Gerty's lack o f 
knowledge^2, as i t  seems amusing fo r  someone to  pay so much a tten tion  to
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something so f r iv o lo u s ,  and to  t re a t  the words o f a woman's magazine so 
seriously. And yet, i t  is  not her lack o f knowldege, but rather her 
acquiring o f i t  which has already enabled her to  perform an act o f 
transformation on those d is turb ing elements in her l i f e .  As reader, she 
can im ita te  the l in g u is t ic  actions o f the romance heroine, to  become 
both protagonist and reader at the same time. The a t t ra c t io n  o f the 
romance, as o f the advertisements and magazines, l ie s  in  i t s
a v a i la b i l i t y  to  re p l ic a t io n ,  not ju s t  in  language, as seen in the
function o f the c liche  above, but in the re p l ica t io n  o f one world in 
another.
This action is  seen not merely l in g u is t i c a l l y ,  but also in
terms o f Gerty's pos it ion in the na rra t ive , s ig n if ie d  when we f i r s t  see 
her:
"Gerty MacDowell who was seated near her companions, lo s t  in thought, 
gazing fa r  away in to  the distance, was, in very t ru th ,  as f a i r  a 
specimen o f winsome I r is h  girlhood as one could wish to  see" (U.285-6).
Gerty occupies two positions here: the f i r s t ,  where she is  
seated 'near her companions', in the ' r e a l '  world on the beach with her 
fr iends; the second, 'gazing fa r  away in to  the d is tance ', ' l o s t  in
thought'. In the terms o f the romance genre, th is  d u a l i ty  seems quite, 
s tra ightforward, with the real world versus the romance world ' in  the 
d is tance ', in the ideal world o f romance. However, such a dichotomy is  
compromised by the id e n t i ty  which th is  distance constructs. When Gerty 
gazes in to  the distance, she rep lica tes  the romantic ideal o f he rse lf 
through the language o f the te x t  tha t she reads, to  become a 
protagonist, 'a f a i r  specimen o f I r is h  g ir lh o o d '.  In contrast, by 
s i t t in g  near her companions, she 'collapses the distance' between 'the 
fantasy world and the r e a l ' ,  in the words o f  Uanice Radway:
"Unlike the fa i r y  ta le  tha t c a l ls  a tten tion  to  i t s  fa n ta s t ic  shape 
with the opening 'Once upon a t im e ',  which establishes a mythic space 
inca lcu lab ly  d is tan t from the real world, the popular romance 
simulataneously collapses the distance betweeen i t s  fantasy world and 
the real and s ly ly  admits th e i r  d is junc tion " .
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And at the same time, by gazing in to  tha t very distance which 
is  being ‘ collapsed1 by her nearness, Gerty paradoxically 's ly ly  admits 
th e i r  d is ju n c t io n 1 and creates an id e n t i ty  out o f  th is  distance. The 
c i r c u la r i t y  o f  th is  action created by the romance through the dynamicsof 
re p l ica t io n  u lt im a te ly  prevents a severance o f reader and protagonist 
in to  these separate worlds. For both are constantly and simultaneously 
taking each o the r 's  places:
"Her very soul is  in  her eyes and she would give worlds to  be in  the 
privacy o f her own fa m il ia r  chamber where, g iv ing way to  tears, she
could have a good cry and re lieve  her pentup fee lings though not too
much because she knew how to  cry n ice ly  before the m irro r. You are
love ly , Gerty, i t  said" (U.288).
Gerty begins as the protagonist in  the world o f romance in
'her own chamber', a place ' fa m i l ia r '  to  her, which echoes with c l iche : 
'her soul is  in  her eyes', exaggeration: 'g iv ing  w orlds ',  and emotion:
'have a good c r y ' .  However, through the conventions o f the romance world
and i t s  desire fo r  re p l ic a t io n , Gerty also becomes a reader, fo r  she
gazes in to  the m irror and sees her re f le c t io n ,  a rep lica ted  image: 'You 
are love ly , Gerty, i t  s a id '.  As soon as Gerty hears the m irror speak to  
her, she is  endowed with the knowledge o f her own love liness; she 
becomes her own reader, fo r  i t  is  at th is  po in t th a t she acquires
knowledge, knowledge which is  superior to  tha t o f the protagonist. 
Through the act o f looking, she becomes informed, as the visual image 
speaks. Moreover, i t  is  precisely the way in  which she has acquired th is  
knowledge, through the act o f  looking, which compromises her position as 
a protagonist. According to romance conventions, romance heroines must 
remain innocent o f th e i r  appearance, as Kimberley Devlin notes: "She 
must be a rt less  and cannot consciously c u l t iv a te  her appearance"1^. 
Although Devlin goes on to  argue tha t such self-awareness constitu tes 
Gerty as a fa i le d  romance heroine, Ooyce's "romance heroine manque"1 
i t  is  equally possible to  see th is  facu lty  o f  Gerty's ra ther as one 
which allows her to  move between two pos it ions. The stas is  with which 
the m irror f ixes  her is  problematized by her switch between the two 
poles o f reader and protagonist, so tha t what i n i t i a l l y  may appear as 
Gerty's ' f a i lu r e '  as a romance heroine, can in  fa c t  be read as her
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This th rea t o f  compromise, tha t she has acquired knowledge at a 
p r ice , becomes c lear from the te x t  i t s e l f .  For Gerty is  returned to  the 
pos ition o f the ob ject o f the sentence, 'You are lo v e ly ' ,  o b je c t i f ie d  in 
second person terms by the discourse o f the m irro r .  I t  would seem 
therefore tha t the re la t ionsh ip  between the reader and the protagonist 
is  not simply one o f 'd is tance' and 'nearness', to  re ca ll  Oanice Radway, 
provoked when one knows more than the other, but a complex one o f 
knowledge passing back and fo r th ,  or round and round, o f a lte rna ting  
control and subjection.
Such an exchange o f visual control is  para lle led  by the 
exchange o f glances between Gerty and Leopold Bloom on the beach. Not
simply a case o f the heroine subjected to  the fo rce fu l gaze o f the hero,
Gerty too is  capable o f  re turn ing the gaze:
" T i l l  then they had only exchanged glances o f the most casual but now
under the brim o f  her new hat she ventured a look at him and the face 
tha t met her gaze there in  the tw i l ig h t ,  wan and strangely drawn, seemed 
to  her the saddest she had ever seen" (U.292).
Although they have 'exchanged glances', Gerty sneaks a look at 
Bloom when she th inks he cannot see her 'under the brim o f her new h a t ' .  
However, th is  p o s s ib i l i t y  o f superior knowledge is  traduced by the face 
which meets her gaze; the im plications o f mutuality here prevent a sense 
o f one pe rs is ten tly  knowing more than the other. The c i r c u la r i t y  o f  th is  
knowledge is  emphasized by Gerty's remark at the "undisguised 
admiration" (U.296) which she sees on Bloom's face: " I t  is  fo r  you, 
Gertrude MacDowell, and you know i t "  (U.296). For those who doubt 
Gerty's a b i l i t y  to  see anything c le a r ly ,  Bloom, in  h is narra tive  la te r  
in the chapter, compounds her b e l ie f  with "0 sweet l i t t l e ,  you don't 
know how nice you looked" (U.308). The irony is  th a t she did know, even 
i f  Bloom was not aware o f her knowledge. Such an exchange o f knowledge, 
passing from one character to  the other, m irrors the movement o f Gerty 
between the protagonist and reader positions o f the te x t ,  a c irc u la r  
movement captured by the m irro r.
This c i r c u la r i t y ,  conveyed through the discourse o f the m irro r, 
is  shaped o f  course by the focus on Gerty's appearance, the inev itab le
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consequence o f dialogue with a m ir ro r .  As Gerty looks, so the m irror
speaks. I t  is  the visual which con tro ls  the narra tive  voice and grants
the extra knowledge o f romance in th is  te x t :
"She did i t  up a l l  by herse lf and what joy was hers when she t r ie d  i t  on 
then, smiling at the love ly re f le c t io n  which the m irror gave back to 
her!" (U.287).
Gerty reads what she imagines she looks l i k e .  The subject o f
the sentence 'she d id ' ,  'she t r i e d ' ,  invests the image in the m irror
with the a tt r ib u te s  o f  a p a r t ic u la r  appearance, 'the love ly  r e f le c t io n ' .  
But th is  re la t ion sh ip  between a reading subject and i t s  visual image is  
problematized by the case grammar o f  the m irro r. For when the subject 
gazes in to  the looking-g lass, tha t subject becomes instead an ob ject, 
'back to  h e r ' ,  and the au thority  passes over to  the m irror as acting 
subject, 'the m irror gave', in a c i rc u la r  gesture o f  power.
For us to  break down the wall o f  o b je c t i f ic a t io n  b u i l t  by the 
m irro r, to  hear Gerty and the expression o f her s u b je c t iv i ty ,  would 
re s u lt  in what Tania Modleski c a l ls  a "schizophrenic na rra t ive "^7, where 
the reader and the protagonist become a s p l i t  subject. To perform th is  
act o f subjective expression ra ther than s t i f l i n g  o b je c t i f ic a t io n  would 
require a grammatical subs titu t ion  o f the sentence which re f le c ts  
Gerty's appearance. Our f i r s t  descrip tion o f her would be a ltered thus 
as "The waxen p a l lo r  o f her face was almost sp r itua l in  i t s  iv o ry l ik e  
p u r i ty  though her rosebud mouth was a genuine Cupid's bow..." (U.286), 
would re s u lt  in 'the waxen p a l lo r  o f my fa ce ',  'my rosebud mouth', a 
replacing with a f i r s t  person narra tive  voice. Such an act would re s u lt  
in a f i r s t  person subject looking a t a f i r s t  person subject, an 
impossible proposition. In th is  sense therefore, i t  is  c lear tha t a 
f i r s t  person subject is  not possible with descriptions o f appearance, 
fo r  th a t f i r s t  person voice cannot possibly speak about i t .  Appearance 
and subjective expression cannot come together therefore without 
becoming destruct ive , without becoming "schizophrenic", and i t  is  th is  
inco m pa tib i l i ty  which is  at the heart o f  the problem o f the romance and 
i t s  language. For in  using i t s  language, Gerty loses her voice.
The im po ss ib i l i ty  o f speaking is  demonstrated in the 'union'
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between Gerty and Bloom as they both watch the fireworks, together yet 
apart. Gerty's voice is  l i t t l e  more than a " l i t t l e  strangled cry" 
(U.300), as in  her ro le  as the ideal romance heroine, she is  able only 
to  express her joy in  a smile, 'what joy was h e rs . .s m il in g ! ' ,  ju s t  as 
she can only express her sexuality  in a blush, 'her face was suffused 
with a d iv ine , entrancing b lush ',  as she watches the fireworks. 
Voiceless 'expressions', they re s u l t  in a visual marker:
"And she saw a long Roman candle going up over the trees , up, up, and in 
the tense hush, they were a l l  breathless with excitement as i t  went 
higher and higher and she had to  lean back more and more to  look up 
a f te r  i t ,  high, high, almost out o f s igh t,  and her face was suffused 
with a d iv ine , an entrancing blush from s tra in ing  back and he could see 
her other things too, nainsook knickers, the fa b r ic  tha t caresses the 
sk in ...and she l e t  him and she saw th a t he saw and then i t  went so high 
i t  went out o f s igh t a moment and she was trembling in  every limb from 
being bent so fa r  back tha t he had a f u l l  view high up above her knee 
where no-one ever not even on the swing or wading and she wasn't ashamed 
and he wasn't e i th e r  to  look in  tha t immodest way l ik e  tha t because he 
cou ldn 't re s is t  the s igh t o f the wondrous revealment h a l f  o ffe red ...and  
he kept on looking, looking...And then a rocket sprang and bang shot 
b lind  blank and 0! then the Roman candle burst and i t  was l ik e  a sigh o f 
0! and everyone cried 0! 01..0 so love ly , 0 s o f t ,  sweet, s o f t ! "  (U.300).
Gerty notes th a t Bloom can see 'o ther things to o ' ,  things other 
than her blush, l i k e  'nainsook knickers, the fa b r ic  th a t caresses the 
s k in ' ,  fo r  instance. Although we begin with what 'she saw' as Gerty 
focuses on the fireworks, we qu ick ly move to  what 'he could see', as the 
movement o f the firework is  transposed on to  Gerty he rse lf :  the firework 
goes 'up, up' and 'h igher, h ig h e r ',  as she has to  'lean back more and 
more'. Passing from the subject to  the object and back again 'and she 
le t  him and she saw th a t he saw', Gerty performs an act o f looking in 
the m irro r, as she experiences her sexuality  at i t s  most e x p l ic i t  and 
yet not e x p l ic i t  a t a l l .  Oust l i k e  the m irro r,  her sexua lity  is  
contro lled by the th i r d  person voice. Substitu tion with the f i r s t  person 
here - "and m^ face was suffused with a d iv ine , an entrancing blush" -  
would indeed render her the schizophrenic narra tor Modleski speaks o f .  
Her sexuality  is  framed w ith in  the dynamics o f  the m irror which 
maintains a focus on Gerty's appearance. The only fee l ing  which is  not 
rendered visual is  one which ought to  be sexual but is  not; her
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'trembling in every l im b1 is  a tt r ib u te d  not to  the exchange o f looks 
between he rse lf  and Bloom, but to  'being bent so fa r  back' as she
stra ins  to  l e t  him see what normally she would hide, 'he had a f u l l  view 
high up above her knee where no-one ever not even on the swing or
wading'.
The incompatability o f subjective expression and descrip tion o f 
appearance is  a t i t s  most noticeable here, fo r  Gerty loses her voice as 
words actua lly  disappear, 'where no-one e v e r . . . ' .  Oust as Bloom sees, 
'seeing' is  omitted from the te x t .  The denial o f form re f le c ts  the
denial o f content, as Gerty is  torn  between the desire to  conceal and 
the compulsion to  reveal; 'he wasn't e i th e r to  look ' is  immediately 
followed by 'because he cou ldn 't  re s is t  the s igh t o f  the wondrous
revealment h a l f  o f f e r e d . . . ' .  Torn between the two, Gerty's voice is  'a 
l i t t l e  strangled c r y ' ,  fo r ,  ju s t  as she desires to  speak, "She would 
fa in  have cried  to  him" (U.300), her voice is  compromised by the romance 
which renders i t  "the cry o f a young g i r l ' s  lo v e . . .  wrung from her, tha t 
cry th a t has rung through the ages" (U.300). The ecstasy o f the moment 
is  expressed by being inexpressib le, and i t s  contrad ic tory nature is  
re f lec ted  in the pain o f 's trang led ' and 'ch o k in g ly ',  a pain which 
prevents Gerty from speaking but which the romance world endorses as 
essential to  her sexual experience, 'And then a rocket sprang and bang 
shot b lind  b la n k . . " .  Gerty's expression is  u lt im a te ly  re s tr ic te d  by the 
th i rd  person voice which contro ls her na rra tive , 'and her face was 
suffused ', and the second person address which contro ls her
s u b je c t iv i ty .  The gaze o f Bloom prevents her from showing too much, even
as i t  is  the spur to  show in  the f i r s t  place.
This double re s t r ic t io n  is  precisely what the m irror enacts, 
re f le c t in g  her appearance and t e l l i n g  her about i t :  'you are love ly , r t  
sa id ' (my underline). This th i r d  person narra tive  voice o f  the m irror is  
what established Gerty's id e n t i ty  when we f i r s t  met her e n t i re ly  in 
terms o f appearance, even before we knew o f the m ir ro r 's  presence. Oust 
as she looks in to  the m irror o f  descrip tion, the voice o f the th i r d  
person narrator informs Gerty o f  her q u a l i t ie s :  the colour o f her skin 
is  ' s p i r i t u a l ' ,  ' i v o r y l i k e ' ,  her mouth a 'rosebud', 'p e r fe c t '  and
'genuine' in i t s  shape -  a l l  o b je c t i fy  her through these features. Even
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though i t  may not be present, nevertheless i t  is  the m irror which 
speaks, and not Gerty, 'you are love ly ,  i t  sa id1. We do not hear her 
voice.
And ye t, the visual markers which prevent her from speaking, 
the blush and the smile, are at the same time signs of Gerty's
d iffe rence. Marking her as a romance heroine, they allow her to  stand 
out from the re s t ,  they speak o f her d iffe rence, a feature we are
constantly reminded o f throughout the te x t :  "...because he had eyes in 
h is  head to  see the d ifference fo r  himself" (U.295), "and they both knew 
th a t she was something a loo f, apart, in  another sphere, th a t she was not 
o f  them and never would be" (U.297). Not only does Bloom's gaze upon her 
single her out from the others, but also her own sense o f  he rse lf  as a 
romance heroine allows her to  be envied by others fo r  her very 
d ifference from them^8.
Her d iffe rence is  constructed through her appearance, as i t  is  
her appearance which constructs her as a romance heroine: "Her shoes 
were the newest th ing in footwear (Edy Boardman prided he rse lf  tha t she 
was very petite  but she never had a foo t l ik e  Gerty MacDowell, a f iv e ,
and never would, ash oak or e lm ) . . . "  (U.287). What t r u ly  establishes her
success as a romance heroine here are the contrad ictions which fo llow  on 
from th is  de ta il a few pages la te r  -  we learn th a t "but fo r  tha t one 
shortcoming she knew she need fear no competition and tha t was an 
accident coming down Dal key h i l l  and she always t r ie d  to  conceal i t "  
(U.298). At th is  po int i t  is  s t i l l  vague as to  what th is  'shortcoming' 
may be, although i t  is  probable th a t i t  is  a visual one, one 'she always 
t r ie d  to  conceal'. I t  is  not u n t i l  we switch from Gerty's narra tive  to 
Bloom's, as she walks o f f  the beach and the perspective changes, th a t we 
see what her shortcoming is :  "T ight boots? No. She's lame! 0 !" (U.301). 
I ro n ic a l ly  i t  becomes c lear tha t possibly Edy Boardman does not have 'a 
foo t l ik e  Gerty MacDowell' fo r  another reason apart from i t s  
'p e t i te n e s s '. Gerty's u ltimate sign o f  d iffe rence, th a t which marks her 
out from the others, is  a sign o f physical deformity and disablement, 
which Bloom crudely a tt r ib u te s  to  her status: "That's why she's l e f t  on 
the she lf and the others did a s p r in t . . .A  defect is  ten times worse in a 
woman" (U.301).
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Yet through romance, Gerty transforms her deformity in to  an 
a t t r ib u te ;  u n t i l  Bloom speaks we are given no real h in t  tha t she is  not 
to  be envied in any way. Her lameness is  merely ' th a t  one shortcoming' 
which increases the competition against her but by no means leaves her 
'on the s h e l f ' .  The silence o f her voice on th is  issue which the romance 
world demands may on the one hand be a means o f  den ia l, but i t  is  also a 
silence which prevents her from being condemned o u tr ig h t ,  the way Bloom 
condemns her to  being l e f t  behind as soon as he re a lize s . Such silences 
in Gerty's narra tive  are rendered pos it ive  through the world o f romance, 
as "Gerty's l ip s  parted s w i f t ly  to  frame the word but she fought back 
the sob tha t rose to  her th roa t,  so s lim , so flaw less, so b e a u t ifu l ly  
moulded i t  seemed one an a r t i s t  might have dreamed o f"  (U.297). 
L i te ra l ly  unable to  speak because o f the 'sob' in  her th ro a t,  she 
changes her focus from words to  p ic tu res, 'one an a r t i s t  might have 
dreamed o f ' .  Focusing once again on her appearance, she le ts  her form 
speak fo r  her, describing her th roa t and i t s  perfection instead o f 
re la t in g  what emerges from i t .
The a lte rn a t ive  ways in  which we can read Gerty's marks o f 
d iffe rence, the a lte rna t ive  ways she he rse lf  can read them, emphasize 
the dual s truc ture  o f  th is  chapter, f i r s t  Gerty's na rra t ive , then 
Bloom's. The ambivalence o f th is  doubleness, the ambivalence which 
allows fo r  the p o s s ib i l i t ie s  o f e i th e r  irony or empowerment, should make 
us l is te n  more c a re fu l ly  to  what we believe to  be Gerty's voice. For i t  
too is  double, not ju s t  in  i t s  dual positions o f  reader and protagonist, 
but in  i t s  ro le  as echo:
"Through the open window o f the church the fragran t incense was wafted 
and with i t  the fragran t names o f  her who was conceived without s ta in  o f 
o r ig ina l s in , s p ir i tu a l  vessel, pray fo r  us, honourable vessel, pray fo r  
us, vessel o f  s ingular devotion, pray fo r  us, mystical rose" (U.292).
Gerty catches the sound o f  the l i ta n y  o f the re l ig io u s  ceremony 
in  the nearby church as she stands on the beach, which she goes on to 
echo in  her own te x t ;  the incantation 'pray fo r  us' is  repeated three 
times. The th i rd  person narra tive  voice here repeats the idealized 
feminine image o f the V irg in  Mary, 's p i r i tu a l  vesse l',  'honourable 
vesse l',  'vessel o f  s ingular devotion ', again re ite ra te d  three times.
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The re p e t i t io n  o f the re lig io u s  ceremony re ca lls  the re p e t i t iv e  q u a li ty  
o f romance, and the world o f advertisements and women's magazines, as 
even Bloom notes la te r ,  on hearing the same sound: "Mass seems to  be 
over. Could hear them a l l  a t i t .  Pray fo r  us. And pray fo r  us. And pray 
fo r  us. Good idea the re p e t i t io n .  Same th ing with ads. Buy from us. And 
buy from u s . . . "  (U.309). The re l ig io u s  voice however incorporates
something which the romance does not: the f i r s t  person subject through 
the use o f 'u s ' .  The incantation is  s e l f - re f le x iv e ,  as the adverts are 
too, 'buy from u s ',  and th is  q u a l i ty  becomes an element o f Gerty's 
language at th is  po in t. The 'names o f her who was conceived without 
o r ig ina l s in ' are also rendered ' f r a g ra n t ' ,  ju s t  as the incense is ,  as 
both scent and sound come together in  the 'fragrance' which applies to 
both. Echoing each other in th is  way, the f i r s t  person voice comes in to  
being at the same time as the th i r d  person narra to r. 'Her' is  no longer 
Gerty in  th is  example but someone e lse , here the V irg in  Mary. Echoing 
the voices o f  those in  prayer, which is  i t s e l f  an echo, Gerty transforms 
he rse lf  in to  ' u s ' .
I t  is  such a transformation which allows fo r  the p o s s ib i l i t y ,  
however vague, o f Gerty as an experiencing subject, in  much the same way 
th a t Kimberley Devlin argues her sexua lity  does: "His (Joyce's) heroine 
suppresses her sexuality  no more successfully than she suppresses her 
physical self-consciousness and her fru s tra ted  discontent. To be the 
romance heroine defined by Cummins is  to  be an ob ject, to  sa c r if ic e  
physica l, emotional and sexual aw a reness ..."^ . The t r i c k  which Gerty 
performs however is  to  become an experiencing subject w ithout losing her 
status as a romance heroine. Her t r i c k  is  the t r i c k  o f  the pa lim psest^ , 
l i k e  Joyce's t r i c k  with the novel The Lamplighter from which he is  said 
to  have taken much o f  h is material fo r  th is  c h a p te r^ : to  inscribe one 
te x t  upon another, while allowing echoes o f  the o r ig ina l to  seep 
through:
"..and to  hear the music l ik e  th a t and the perfume o f those incense they 
burned in the church l ik e  a kind o f  waft. And while she gazed her heart 
went p itapa t. Yes, i t  was her he was looking a t, and there was meaning 
in  h is look. His eyes burned in to  her as though they would search her 
through and through, read her very soul" (U.293).
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Gerty echoes the words o f the e a r l ie r  passage in  the te x t ,  
' l i k e  a kind o f  w a ft ' o f incense and music, her response rendered once 
again in visual terms, 'read her very s o u l ' .  The burning o f  the incense 
is  transposed on to  Bloom's gaze, as one echoes the other. Her soul 
becomes a te x t  to  be read, ju s t  as h is  gaze is ,  'there was meaning in 
h is  lo o k '.  This sense o f one te x t  imposed on another is  fu r the r 
emphasized by Bloom's share in  the na rra t ive ; both in terms o f form and 
content, the palimpsest takes e f fe c t .  Feeling tha t "she must have been 
th ink ing  o f someone else a l l  the time" (U.304), Bloom accords himself 
second place in  her a ffec t ions , not up to  the o r ig in a l o f  whom she must 
re a l ly  be th in k in g . Gerty supports th is  b e l ie f  e a r l ie r  as she imagines 
"She could see a t once by his dark eyes and his pale in te l le c tu a l face 
th a t he was a fo re igner, the image o f  the photo she had o f Martin 
Harvey, the matinee id o l"  (U.293). Bloom here is  rendered an image o f  an 
image instead o f the o r ig ina l o f  her thoughts, lacking the moustache 
which the f i lm  s ta r possesses, "only fo r  the moustache which she 
preferred" (U.293). I ro n ic a l ly ,  i t  is  Bloom's sign o f  d iffe rence which 
renders him the "romance hero manque" in Gerty's eyes, to  'borrow' the 
words o f Kimberley Devlin.
The im prin t o f  Gerty's te x t  on Bloom's goes fu r th e r  than th is  
however, in the re p e t i t io n  o f phrases and concepts. Gerty's competition 
with her female fr iends over c lo th ing , noted e a r l ie r  comparing her fee t 
with Edy Boardman's, is  recognised by Bloom, "Pick holes in  each o ther's  
appearance" (U.302), and even more c le a r ly  than th is ,  both use the same 
phrase in th e i r  separate narra tives. Thinking o f Cissy wearing high 
heels and f a l l in g  over, Gerty th inks , "Tableau! That would have been a 
very charming expose fo r  a gentleman l ik e  th a t to  witness" (U.295), 
while Bloom, th ink ing  o f his le t t e r  from Martha, expresses the same 
word: "Tableau! 0, look who i t  is  fo r  the love o f God!" (U.302; my 
emphasis). On each occasion, the same d is t in c t iv e  typefacing is  attached 
to  th is  word, drawing a tten tion  to  i t  on the page, v is u a lly  d i f fe re n t  
from those around i t .
In a conversation with Arthur Power who asked what exactly 
happened between Gerty and Bloom on the beach, Ooyce rep lied  tha t i t  a l l  
took place in  Bloom's im ag ina t io n^ . Rather than read th is  comment as
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simply a way o f reading Gerty as the ob ject o f Bloom's fan tasies, i t  is  
more helpful to  see i t  in the l i g h t  o f the palimpsest e f fe c t .  The 
re p e t i t io n  o f phrasing shown above could demonstrate the simpler po int 
tha t Bloom is  constantly in control o f both narra tives, but could not 
explain his lack o f knowledge o f Gerty's fee lings , a lack o f knowledge 
which leads to  such contrad ictions as "Daresay she f e l t  I...Trousers? 
Suppose I when I was? No. Gently does i t "  (U.302), to  be followed by 
"Did she know what I?...Course" (U.304). Nor could i t  explain the naming 
o f Bloom w ith in  Gerty's na rra t ive . What is  occurring here is  the moment 
o f  overlap between the two, before the f in a l  break from the one te x t  
in to  the other. Here, echoes o f one are found in  the other:
"She glanced at him as she bent forward qu ick ly , a pathetic  l i t t l e  
glance o f piteous pro test, o f shy reproach under which he coloured l ik e  
a g i r l .  He was leaning back against the rock behind, Leopold Bloom ( fo r  
i t  is  he) stands s i le n t ,  with bowed head before those young gu ile less 
eyes" (U.300).
Even the sign o f Gerty's d iffe rence, the blush, has been 
absorbed by Bloom, 'he coloured l ik e  a g i r l ' .  Contained w ith in  the 
re g is te r  o f romance, Bloom makes his entrance in  parenthesis, framed 
w ith in  the te x t  i t s e l f .  The power o f  naming himself however, compromises 
th a t frame, as Gerty does not know what he is  ca lled . The imposition 
here o f one te x t  upon another, o f one voice upon another, becomes a 
c irc u la r  action then, much l ik e  th a t o f  the m irro r, as we are unable to  
t e l l  who’ is  imposing on whom, whether Gerty on Bloom or Bloom on Gerty. 
The palimpsest takes e f fe c t  as the voice becomes an image.
As Gerty walks away from the beach, she s l ip s  away from our 
s igh t,  ju s t  as she s l ip s  away from Bloom's a t the end o f her na rra tive : 
"She walked with a certa in  qu ie t d ig n ity  ch a ra c te r is t ic  o f  her but with 
care and very slowly because -  because Gerty MacDowell w as..."  (U.301). 
Gerty performs a visual gesture on the textual surface, as well as in 
her na rra t ive , in  a series o f dots stepping o f f  the page, the very 
gesture o f the romance heroine. Keeping he rse lf s t i l l  w ith in  the frame 
o f romance, she conforms to  i t s  conventions which o f fe r  her instead o f 
c losure, "a postponement o f f u l f i lm e n t " ^ .  Like the romance, the chapter 
i t s e l f  t r a i l s  o f f ,  unfinished -  the la s t  word is  l e f t  blank. Caught up
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l i k e  Bloom in  the c i r c u la r i t y  o f romance, in i t s  textual world, we 
become readers o f romance reading romance. As readers o f romance, we 
know more than the heroine, we know what she was so careful to  conceal
from us. For before she leaves, Gerty waves at Bloom:
"Gerty had an idea, one o f love 's  l i t t l e  ruses. She slipped a hand in to  
her kerch ie f pocket and took out the wadding and waved in rep ly  o f 
course without le t t in g  him and then slipped i t  back. Wonder i f  he's too 
fa r  to .  She ro s e . . . "  (U.301)
As readers, looking at her te x t ,  we feel the compulsion to  f i l l
in  the blanks which are l e f t ,  'w ithout le t t in g  him and 'wonder i f  he's
too fa r  t o ' ,  with the one word which Gerty he rse lf  does not a r t ic u la te ,  
the verb 'se e '.  Bloom does not read what we read, there is  no mention in 
h is narra tive  o f seeing what she waved at him. I t  would appear th a t from 
his narra tive  too i t  has been omitted. Bloom does not 'see ',  a fa c t  he 
re in forces when Gerty reappears in  the ha lluc ina to ry  'C irce ' chapter o f 
the b ro th e l:
"(Leering, Gerty MacDowell limps forward. She draws from behind, 
og ling , and shows coyly her bloodied c lo u t . )
GERTY
With a l l  my worldy goods I thee and thou, (she murmurs) You did th a t .  
I hate you.
BLOOM
I? When? You're dreaming. I never saw y o u . . . .
...GERTY
(to  Bloom) When you saw a l l  the secrets o f  my bottom drawer, (she 
paws his sleeve, slobbering) D ir ty  married man! I love you fo r  doing 
th a t to  me.
(She g lides away c ro o ke d ly . . . ) "
(U.361)
Oust as in  the 'Nausicaa' chapter, Gerty moves away out o f  h is 
s ig h t,  the la s t  word 'crookedly ' reminding us once again o f her 
deform ity. Bloom's defence ' I  never saw you' is  not wholly inaccurate, 
fo r  although he did see Gerty, in  h is mind his v is ion is  impaired; she
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appears limping, menstruating, lee ring  at him in  accusatory fashion. His 
knowledge tha t she is  having her period, tha t she is  lame, tha t she too 
experienced sexual g ra t i f ic a t io n  from th e i r  exchange o f  glances, informs 
his v is ion o f Gerty and transforms her from a romance heroine in to  a 
grotesque bleeding and deformed monster, come to  haunt him. Projecting 
h is  fee lings o f  g u i l t  'D ir ty  married man1 on to  her, he renders her a 
contrad ictory f ig u re ,  ' le e r in g ' and 'o g l in g ' ,  yet 'showing c o y ly ',  
expressing fee lings o f  both hatred and love. These aspects o f  his 
perspective in  'C irce ' make e x p l ic i t  what he th inks he sees in 
'Nausicaa'. He does not see her waving a white handkerchief to  him in a 
romantic gesture, 'one o f love 's  l i t t l e  ruses ', but he does see, in  his 
ha lluc ina t ions , a 'bloodied c lo u t ' .  Bloom's perspective is  a 
contrad ictory and l im ite d  one; in  revealing her lameness, he appears to  
expose her as a sham and force us to  re-read Gerty in  the l i g h t  o f what 
he has le t  us know about her. The force o f h is perspective then is  two­
fo ld :  " I f  Bloom's gaze has the force to  make Gerty come, the reader's 
gaze has the force to  make Gerty" ^4. Such a ' fo rc e ' is  indeed possible 
i f  we allow our view o f Gerty the skewed perspective o f  Bloom's, and 
become readers who see as Bloom does. Endowed with the knowledge o f her 
deformity, we too see her fo r  what we th ink  she is ,  and p i ty  the 
cripp led spinster on the beach.
Displaced from the world o f  romance, Bloom's attempt at 
communication by w r i t in g  out le t te rs  in the sand fo r  Gerty to  f ind
la te r ,  is  doomed. Rubbing out the le t te rs  with h is  boot, he experiences
a sense o f loss: "We'll never meet again. But i t  was love ly . Goodbye,
dear. Thanks. Made me feel so young" (U.312). However, the romance o f
the encounter has not e n t i re ly  eluded him, 'w e ' l l  never meet aga in ', and 
the re fra in  o f the cuckoo clock, while i t  heralds h is  cuckoldry a t the 
end o f his na rra t ive , also returns us to Gerty, and to  the romance 
world:
"..because i t  was a l i t t l e  canarybird tha t came out o f  i t s  l i t t l e  house 
to  t e l l  the time th a t Gerty MacDowell noticed the time she was there 
because she was as quick as anything about a th ing l ik e  th a t ,  was Gerty 
MacDowell, and she noticed at once th a t tha t fore ign gentleman th a t was 
s i t t in g  on the rocks looking w as..."  (U.313).
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The re turn to  Gerty's perspective a t the very end o f the 
chapter, which is  also the end o f Bloom's na rra t ive , is  a re turn to  the 
pos it ive  transforming powers o f romance, where a cuckoo s ign a ll ing  
sexual defeat is  rendered a harmless ' l i t t l e  canarybird' which merely 
t e l l s  the time. Such a return undoes the force o f Bloom's perspective 
e a r l ie r ,  as we recognize his d isp lacing Gerty from her narra tive  frame 
through her appearance in  'C irc e '.  In the world o f  f i c t i t i o u s  id e n t i t ie s  
and glamorous associations, Bloom himself is  transformed once again in to  
' th a t  foreign gentleman', and his negative aspects remain unspoken 
's i t t i n g  on the rocks looking w a s .. . '  as we d r i f t  o f f .  As readers o f 
romance, we also see Gerty at the end a f te r  she has walked o f f  the 
beach. The frame o f her world has been transformed; p a r t ic ip a t in g  in the 
f ic t io n a l  world o f romance has allowed Gerty in  fa c t  to  t e l l  her own 
f ic t io n s  about her l i f e .  Reading her s to r ies , we see the romance
heroine and the romance reader together. We see more than Bloom, our 
perspective is  s tra ig h te r .  For we see the Medusa, and she is  laughing.
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"THE VENUS OF PRAXITELES":
'PENELOPE' AND THE POSSIBILITY OF A FEMINIST SEMIOTIC READING PRACTICE.
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"Yes, signs l ie ,  but they act on people"1
* * * * *
The importance o f l ie s  and f ic t io n s ,  and the e f fe c t  they have, 
is  the primary concern o f th is  viewing o f the 'Penelope' chapter o f 
Joyce's Ulysses. The double sense o f  ' t e l l i n g  s to r ie s ' ,  meaning to  
recount f ic t io n a l  ta les  as well as the more negative sense o f t e l l in g  
l ie s ,  has already been suggested in  the In troduction . The d u p l ic i ty  o f 
th is  posit ion is  o f p a r t ic u la r  importance to  the debate which has 
centred around the 'Penelope' chapter in  recent years, fo r  i t  helps to 
a r t ic u la te  the tensions t r a d i t io n a l ly  associated with women's w r i t in g ,  
and with women's voices^.
In her foreword to  the f i r s t  volume o f Pilgrimage, published in 
1938, Dorothy Richardson pointed out the most d is tingu ish ing  feature of 
the 'Penelope' chapter, i t s  lack o f punctuation, and i t s  association 
with women's w r i t in g :  "Feminine prose, as Charles Dickens and James 
Joyce have d e l ig h t fu l ly  shown themselves to  be aware, should properly be 
unpunctuated, moving from point to  po int without formal obstructions"5. 
Joyce's own comment to  h is brother Stanislaus regarding women's Te tte r- 
w r i t in g  has s im i la r ly  given support to  th is  sense o f  a 'feminine prose', 
a w r i t in g  p a r t ic u la r  to  women4. What th is  chapter seeks to  explore is  
not whether women's voices are esse n tia l ly  d i f fe re n t  in th is  way, but 
ra ther the tensions between the w r it te n  and spoken voice displayed by 
Molly not only as a character in  a s to ry , and as a reader o f s to r ies , 
but also as a s to r y te l le r  in her own r ig h t .
Molly describes herse lf and her own f i c t i o n a l i t y  appropriately 
through a sense o f a r t i f i c e ,  which th is  chapter posits both as the 
s ta t ic  object o f the male gaze w ith in  and outwith the te x t ,  and as the 
moving performer. The contrast between s tas is  and movement contributes 
to  the theory o f  the 'masquerade' which is  developed la te r  in  the 
chapter. Wearing the borrowed clothes o f the performer, i t  must be 
asked, does Molly too borrow the voice o f the s to r y te l le r ,  a voice which 
is  merely 'loaned' to  her?5.
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Lying in bed beside her husband Leopold Bloom, a f te r  a sexual 
encounter e a r l ie r  th a t day with the younger Blazes Boylan, Molly 
reminisces on the s to r ies  o f her l i f e ,  her past loves and her youth in 
G ib ra lta r :
"What did I t e l l  him I was engaged fo r  fo r  fun to  the son o f  a Spanish 
nobleman named Don Miguel de la Flora and he believed me tha t I was to 
be married to  him in 3 years time theres many a true  word spoken in  je s t  
there is  a flower tha t bloometh a few things I to ld  him true  about 
myself ju s t  fo r  h im . . . "  (U.625)
In his Semiotics and the Philosophy o f  Language, Umberto Eco
w rites :
"But the re la t ion sh ip  appears to  be a metonymic one as well since the 
d ic t io na r ie s  speak o f  sign also fo r  any trace or v is ib le  im prin t l e f t  
by an im prin ter on a surface. Therefore, the sign is  also revelatory 
o f a contact in  a way which t e l l s  us something about the shape o f the 
im prin ter" .
Both the above quotations i l lu s t r a te  the nature o f s to ry ­
te l l i n g ,  and who or what t e l l s  s to r ie s . Molly is  speaking o f the s tor ies 
she t e l l s  men 'What did I t e l l  him f o r 1; Eco is  speaking o f the s to r ies  
signs t e l l  us 'reve la to ry  o f  a contact which t e l l s  us something'. In a 
semi o t ic  reading then, what is  the 're ve la to ry ' nature o f  M olly 's  text?
M olly 's  te x t  'revea ls ' many things to  many people: to Mulvey, 
th a t she is  engaged; to  he rse lf ,  th a t th is  is  a l i e ,  'he believed me'; 
and to  us, th a t her true  love is  Bloom, the man she marries, 'there is  a 
flower tha t bloometh', with play both on his name and on the f i c t i t i o u s  
Spanish su ito r  'F lo ra ' .  M o lly 's  te x t  is  punctuated with these signs o f 
word-play ( i f  not by fu l l - s to p s ) ,  signs as reve la tions. 'Theres many a 
true word spoken in je s t '  she says while speaking o f Mulvey, before 
repeating ' t r u e '  when she speaks o f Bloom ' I  to ld  him true  about 
m yse lf '.  Mulvey she t e l l s  s to r ies  to  ' f o r  fu n ';  Bloom she t e l l s  ' ju s t  
fo r  h im '. I t  is  c lear therefore , tha t Molly t e l l s  d i f fe re n t  s to r ies  to  
d i f fe re n t  people - a ' t ru e '  th ing we learn about 'h e rs e l f ' ,  th is  time 
ju s t  fo r  'u s ' .
Molly declares tha t she t e l l s  the t ru th ,  "he cant say I pretend
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th ings can he Im too honest" (U.630), but we know tha t she has l ie d  to 
Mulvey. We see tha t she creates f ic t io n s ,  blending s to r ies  with subjects 
changing as the specifically-named become the general 'he1 throughout 
her te x t .  I t  is  a t the end o f her narra tive  tha t th is  'he ' points us to 
the d if fu se  s u b je c t iv i t ie s  o f her s to r ie s .  For instance, "How he kissed 
me under the Moorish w a ll"  (U.643) Molly says in  the context o f  speaking 
about Bloom (she continues, "and I thought well as well him as another 
and then I asked him with my e ye s .. ."  U.643-4). As readers o f alj_ her 
te x t ,  we remember th is  inc iden t, not with Bloom, but with Mulvey "he was 
the f i r s t  man kissed me under the Moorish w a ll"  (U.625) -  M o lly 's  memory 
o f  her l i f e  before Bloom, in G ib ra lta r^ .  The scattering o f  references 
throughout po in t to  the p lu ra l i t y  o f the s to r ies  she t e l l s ;  what may 
have only been one inc ident now appears to  be more than one, by 
associating i t  with d i f fe re n t  people.
What then does such in te rchangeab ility  o f characters t e l l  us 
about M olly 's  'shape' as an ' im p r in te r ' ,  based on what is  'revea led ', to 
re turn  to the Eco quotation above? I f  Molly 's  te x t  comprises various 
s u b je c t iv i t ie s ,  an in te rtex tua l 'h e ' ,  what do we know about tha t 
' re la t io n s h ip ' ,  tha t 'con tact' between im prin ter and imprint?
I t  is  ju s t  such a genera lity  o f s u b je c t iv i t ie s ,  o f  s tor ies 
concerning f i r s t  Bloom then Mulvey fo r  example, con tro lled  by Molly as 
pa rt o f  her own creations o f f ic t io n s ,  tha t reveals and explains the 
nature o f th is  contact as one o f  confusion -  confusion at the level o f 
the d e ta i l .  The de ta il is  foregrounded by M olly 's  te x t ,  contrasting with 
the vagueness o f her memories o f  Bloom and Mulvey, and forms the 
' re la t io n s h ip ' tha t Eco speaks o f ,  appearing as disorder. I t  is  th is  
appearance th a t speaks to  us f i r s t ;  we notice th a t ,  on a textual le v e l,  
Bloom and Mulvey have been mixed up.
From prices, "s tea ling  my potatoes and the oysters 2/6 per doz" 
(U.609), to  events, "we both ordered 2 teas and p la in  bread and bu tte r" 
(U.613), to  c lothes, "when he sprained his foo t at the cho ir party at 
the sugarloaf Mountain the day th a t I wore tha t dress"(U.608), i t  would 
appear tha t remembering such d e ta i ls  s tructures her t ra in  o f thought, 
her 'stream o f consciousness'®. Molly he rse lf  pays great conscious 
a tten tion  to  d e ta i l ,  fo r  example when w r it in g  her le t te r s :  "he always
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t e l l s  me the wrong things and no stops to  say l ik e  making a speech your 
sad bereavement symphathy I always make tha t mistake and newphew with 2 
double yous" (U.624). Numbers, use o f  abbreviations, spe ll ing  mistakes, 
the crossing out o f le t te rs ;  l i k e  the d e ta i ls  in her general te x t ,  they 
a l l  have one th ing in  common: they are v isua l.  In order to  foreground 
the confusion, M o lly 's  te x t  is  rendered v isua l, a 'v is ib le  im p r in t ' as 
Eco says, most im portantly , 'on a surface '.
The t ra d i t io n a l in te rp re ta t io n  o f M o lly 's  d e ta i ls  as 
s truc tu r ing  her t ra in  o f  thought is  a reading which has been challenged:
"What these visual e ffec ts  suggest is  a s ty le  not o f thought but o f 
w r i t in g ,  an unconventional orthographic practice tha t ignores the 
ru les o f punctuation, prefers the directness o f f igures to  ve rba lly -  
presented numerals, and suffers from errors ch a ra c te r is t ic  o f  the 
transc r ip t ions  o f speech"^.
This form o f de ta il lends i t s e l f  more to  tha t o f w r i t in g  than 
o f th ink ing , as Goyce himself said in  a le t t e r  to  his brother, 
Stanislaus: "Do you notice how when women w rite  they disregard stops and 
cap ita l le t te rs ? "  9 October 1906, my u n d e r l in e ^ ) .  M o lly 's  w r i t in g  
ce r ta in ly  is  'unconventional' by educational standards, ignoring 'ru les  
o f  punctuation' and, as Derek A ttr idge  points out above, is  more re la ted 
to  speech habits than to  thought practice . A ttr id g e 's  use o f the word 
' t ra n s c r ip t io n ' here is  p a r t ic u la r ly  appropriate -  as a w rit te n  or 
recorded copy. For i t  is  the surface tha t is  'cop ied ',  the im prin t tha t 
can be traced on a surface. In th is  way, Molly is  making her mark on her 
te x t ;  her w r i t in g  practice is  a semi o t ic  one, producing signs to  be 
read.
However, what the semi o t ic  practice o f M o lly 's  w r i t in g  
indicated above leaves out is  the important association made at the 
beginning o f th is  chapter with M o lly 's  w r i t in g  and her sexua lity  as 
female. The p o s s ib i l i t ie s  o f such an association can be examined through 
her use o f the d e ta i l ,  to l in k  i t  with the fu r th e r  potentia l fo r  a 
subversive w r i t in g  practice . The d if fu se  s u b je c t iv i t ie s  conveyed by the 
confusion o f  d e ta i ls  reverses the h ie rarch iz ing p r in c ip le  o f w r i t in g  
practices, as Naomi Schor points out:
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"the i r r e c o n c i la b i l i t y  o f d e ta i ls  and the sublime and the concomitant 
a f f in i t y  o f d e ta i ls  fo r  the e f fe te  and effeminate ornamental s ty le  
po int to  what is  perhaps most threatening about the d e ta i l :  i t s  
tendency to  subvert an in te rna l h ie rarch ic  ordering o f the work o f 
a r t  which c le a r ly  subordinates the periphery to  the center, the 
accessory to  the p r in c ip a l,  the foreground to  the background"11.
Schor takes Eco's philosophy o f a 're la t io n s h ip ' or a 'con tact' 
much fu r the r -  fo r  i t  is  not ju s t  i t s  power to  reveal th a t is  important. 
Reading through Schor, th is  reve la tion  also subverts. For Eco, the 
de ta il speaks volumes about Molly, the 'shape' o f the ' im p r in te r '  -  the 
te x t  focuses back on the creator o f  tha t te x t .  What Schor takes to  task 
is  th a t very reversa l, tha t 'focusing back' and shows how i t  can be used 
to  d is rupt certa in  expectations in  a te x t .  The re la t io n  between the way 
we read a pa inting and a piece o f f i c t io n  w i l l  sho rt ly  be elaborated on; 
here the co rre la t ion  between the two demonstrates th a t the ' in te rna l 
h ie rarch ic  ordering ' (the 'ru le s  o f punctuation' A ttr idge  speaks o f ) ,  
can be subverted by the d e ta i l ,  as i t  gives prominence to  the 
'accessory', the 'pe r iph e ry ',  the 'foreground '. I t  is  th is  de ta il which 
has reduced the names o f  Mulvey, Bloom and Boylan to  the anonymous 'he' 
-  surely one o f the most subversive and threatening aspects o f Molly 's 
text?
What Schor also points out is  the association o f the d e ta i l 's  
subversiveness with the feminine. While some c r i t i c s  have protested 
against an automatic association between the subversive and the 
feminine, tha t the feminine by i t s  very condition must be subversive, 
and vice versa, th is  is  to  ignore the v a l id i t y  o f a c r i t iq u e  from w ith in  
patriarcha l paradigms themselves. Rita Felski argues: "The problem with 
theories which attempt to  locate resistance in  every m ic ro po li t ica l 
s tra tegy, in every l ib id in a l  impulse, is  tha t subversion is  located 
everywhere and nowhere; the va lo r iza t ion  o f the 'fem in ine ' as a s i te  o f 
resistance f a i l s  to  acknowledge th a t women's assignment to  a d is t in c t iv e  
'fem inine ' sphere has throughout h is to ry  been a major cause o f th e i r  
marginalization and disempowerment"1^. The feminine, in  Schor's analysis 
however, is  d is rup tive  precise ly because o f the negative values 
patriarchy has placed upon i t .  I ts  'effeminate ornamental s t y le ' ,  the 
association o f 'ornamental', the decorative, with 'e ffem ina te ',
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behaving l ik e  a woman, ac tua lly  d isrupts the p h a l l ic  order. Perhaps the 
most l i t e r a l  example o f th is  in Ulysses occurs when Molly describes her 
a f f a i r  with Blazes Boylan in the fo llow ing terms:
"when I l i t  the lamp because he must have come 3 or 4 times with tha t
tremendous big red brute o f a th ing he has I thought the vein or 
whatever the dickens they ca ll  i t  was going to  burst though his nose is  
not so b ig ...whats the idea making us l i k e  tha t with a big hole in the 
middle o f us or l ik e  a S ta l l ion  d r iv ing  i t  up in to  you because thats a l l  
they want out o f you with tha t determined vicious look in his e ye .. . "  
(U.611).
Molly describes her a f f a i r  with Boylan in terms o f h is sexual 
prowess, his la rg e r - th a n - l i fe  endowments, a l l  exaggerated (the word 
"S ta l l io n "  is  even w rit ten  with a cap ita l "S"). In th is  p a rt icu la r  
example, the contrad ic tion tha t the use o f de ta il plays out here is  
contained w ith in  the way tha t the language works, ra ther than the
content. Foregrounding her own textual form as opposed to i t s  sexual 
content, Molly reveals her own a r t i s t i c  a b i l i t i e s ,  and at the same time 
presents a form to  be viewed and commented upon. The content o f th is  
passage is  a l l  hyperbole, 'tremendous1, 'b ru te ' ,  'v ic io u s ' ;  euphemism
and s im ile , ' l i k e  a S ta l l io n ' ,  o r, most in su lt in g  o f a l l ,  is  not even 
given a name, 'o r whatever the dickens they ca ll  i t ' .  In some ways, i t  
would appear tha t Molly does not give a name to  things here any more 
than she did when re fe rr in g  to  her lovers. Her desire to  endow Boylan 
with such exaggerated prowess resu lts  in humour, and while the physical 
de ta i ls  o f Boylan's anatomy apparently take centre stage, they are in 
fa c t  displaced/decentred by the language i t s e l f  which refuses to  name. 
The periphery, the accessory, is  exactly what Boylan becomes in th is  
instance. A ll sexual action is  centred on him, but in M o lly 's  te x t ,  tha t 
is  not what is  given importance at a l l .  Her language i t s e l f  subordinates 
th is  a t t r ib u te  o f Boylan by v e i l in g  i t  through poetic devices or not 
naming i t  at a l l .
Presenting even a l i t e r a r y  form to  be viewed however, Molly 
constitu tes he rse lf  as the object o f a gaze, a view which has la rge ly  
been re inforced through her own dwelling on her own body. From the 
general o f the above example, 'whats the idea making us l i k e  tha t with a 
big hole in the middle o f us ',  to  he rse lf s p e c if ic a l ly  "yes tha t th ing
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has come upon me yes now wouldnt tha t a f f l i c t  you" (U.632; my 
underline), when she begins to  menstruate, she emphasizes the pass iv ity  
associated with the object o f the gaze, normally considered male, as 
Laura Mulvey points out:
" In  a world ordered by sexual imbalance, pleasure in  looking has been 
s p l i t  between active/male and passive/female. The determining male 
gaze projects i t s  phantasy on to  the female f ig u re  which is  styled 
accordingly" .
This focus on spec if ic  experiences o f the female body p a ra l le ls  
the focus on the physical nature o f  the te x t  ( fo r  instance, the example 
o f the cap ita lised  'S' o f 'S ta l l io n 1 quoted e a r l ie r ) .  Oust as the visual 
features on the page draw a tten tion  to  the surface o f the te x t ,  so 
certa in  physical d e ta i ls  draw our a tten tion  to  the visual features o f 
M o lly 's  appearance, pa inting a p ic tu re , sculpting a statue, presenting a 
female object to  be viewed by the re s t o f the world. Oust as Stephen 
Dedalus's f r ie n d , Lynch views the "Venus o f P raxite les" in A P o r t ra i t  of 
the A r t is t  As a Young Man, so the force o f the gaze turns Molly to 
stone:
"You say tha t a r t  must not exc ite  d e s i re . . . I  to ld  you tha t one day I 
wrote my name in  pencil on the backside o f the Venus o f Praxite les in 
the Museum. Was th a t not desire?" (P .180).
One c r i t i c a l  study, A rt and Architecture Of Ancient Greece, 
hypothesizes on the h is to r ic a l  viewing o f  the 'Knidian Aphrodite ':
" . . . t h e  statue was probably set up in  a c irc u la r  bu ild ing , so th a t i t  
could be viewed from a l l  sides. The Knidians decorated th e i r  coins 
with reproductions o f i t  and in  Roman times i t s  immense popularity  
led to  a th r iv in g  industry turn ing out copies o f a l l  k inds...The 
goddess stands before us in the f u l l  beauty o f  her naked form ...(she) 
believes he rse lf  to  be unobserved, and he rse lf  subsequently expressed 
her astonishment tha t Praxite les had so f a i t h f u l l y  represented her in 
her own d iv ine environment:
'Paphian Kytheria came through the waves to  Cnidus, wishing to  see 
her own image; and having viewed i t  from a l l  sides in i t s  open shrine 
she c r ied . 'Where did Praxite les see me naked?' (anthology, 
16.160)'" .
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Like the visual q u a li ty  o f  M olly 's  w r i t in g ,  th is  object opens 
i t s e l f  up to  the p o s s ib i l i ty  o f reproduction, o f being copied15*, to  be 
c ircu la ted  and viewed not only from a l l  sides, but even by those who 
cannot witness the o r ig ina l work i t s e l f .  The work o f a r t  becomes an 
element o f exchange, in much the same way tha t Molly is  w i l l in g  to
exchange her body fo r  money to  buy clothes: "he can s t ic k  his tongue 7 
miles up my hole as hes there my brown part and then 111 t e l l  him I want 
£1 or perhaps 30/- 111 t e l l  him I want to  buy underclothes" (U.642). As 
Molly recognizes the value o f her own body, so the body o f the Knidian 
Aphrodite becomes commercial value, both in  terms o f being represented 
on coins, and in  terms o f  su s t i tu t io n  fo r  the real th ing  -  we do not see
the naked Venus, but ra ther, an image o f  the naked Venus. No matter how
close the representation is ,  i t  remains nonetheless a representation, 
and not the real th ing . I t  is  in representation tha t she becomes fo r 
others what she was fo r  Praxite les, a body tha t can 'be seen from a l l  
s id e s '.  And ye t, in  the representation in  the Dublin museum, Lynch
writes his name on the 'backside '. In order to  p a rt ic ip a te  in  the myth 
tha t the goddess believes he rse lf  to  be 'unobserved', he has to move, 
and w rite  on the part o f her body where she cannot see him.
In A P o r t r a i t , Lynch argues with Stephen over a response to  
a r t ,  a response which Stephen argues is  "k in e t ic " ,  "a re f le x  action o f 
the nerves" which "urges us to  possess., to  abandon" (P .180), and one he 
appropriates to  animal p h ys ica l i ty ,  g iv ing Lynch "the image o f a hooded 
re p t i le "  (P .180). The a lte rna t ive  response expounded by Stephen in  th is  
context is  th a t o f the 's t a t i c '  response:
"Beauty expressed by the a r t i s t  cannot awaken in us an emotion which is  
k in e t ic  or a sensation which is  purely physical. I t  awakens, or ought to  
awaken, or induces, or ought to  induce, an es the tic  s tas is , an ideal 
p i ty  or an ideal te r ro r ,  a s tas is  ca lled fo r th ,  prolonged and at la s t  
dissolved by what I ca l l  the rhythm o f beauty" (P .180).
The abandonment o f the k in e t ic  is  opposed to  the control o f  the 
s ta t ic ;  one negates the work as a r t  a ltogether, while the other exalts 
i t .  I t  is  w ith in  these two defin ing responses tha t i t  is  in te res t in g  to  
question what the viewers in Ooyce's ga lle ry  see, what they w rite  on the 
statue o f Molly th a t they are viewing. The c i r c u la r i t y  o f response and
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the ob ject o f response becomes c lear as they create a s ta t ic  object 
according to  th e i r  gaze; they do not consider th a t th is  statue moves.
Being looked at by men is  something tha t Molly is  used to ,  in 
fa c t  even encourages: "111 put on my best s h i f t  and drawers l e t  him have 
a good eyeful out o f tha t to  make h is  micky stand fo r  him" (U.641), 
although she counters th is  w ith : "0 I suppose th e re l l  be the usual 
id io ts  o f men gaping at us" (U.616). She is  well aware o f  he rse lf  as a 
sexual ob ject, o f her body. The response to  th is  body can be wholly 
k in e t ic :
"On the surface Molly might appear as a warm, v i t a l ,  a t t ra c t iv e  mound 
o f f le sh . But once we see her basic c ru d ity  fo r  what i t  is ,  refusing 
to  l e t  our romanticism obscure i t ,  then the e f fe c t  is  something l ik e  
discovering th a t an a t t ra c t iv e  woman whom one has admired is  infected 
with s y p h i l is "  .
The statue here is  not only in a r t i s t i c  but i t  also dares to  
deceive! This p a r t ic u la r  ga lle ry  spectator, Darcy O'Brien, responds to 
M olly 's  'best s h i f t  and drawers' or ra the r, her 'warm, v i ta l  mound o f 
f le s h ' ,  a l l  physical accoutrements 'on the surface ', and a l l  o f  course 
which are not only her a t t r ib u te s ,  but which also reveal h is physical 
reaction to  her. For O 'Brien's very next words focus on himself: 'but 
once we see', 'our romanticism'. Despising th is  reaction , he blames the 
object fo r  deceiving him: 'whom one has; admired'. The k in e t ic  reaction 
blames the object fo r  e x tr ic a t in g  from i t  these emotions. In th is  way, 
the ob ject loses i t s  claim to  a r t  and becomes pornography, masquerading 
as a r t 17.
M olly 's  awareness o f her body as a visual ob ject is  blamed then 
fo r  the k in e t ic  reaction o f the c r i t i c .  But, as Stephen shows in _A 
P o r t r a i t , th is  can eas ily  be charged as the responsib ility  o f the viewer 
ra ther than the viewed. Molly 'appears', obscuring the real woman whom 
O'Brien 'd iscove rs '.
Those who do consider Molly as a r t ,  in v i t in g  a s ta t ic  response, 
nevertheless s t i l l  refuse to le r  her e x is t  as anything other than a 
statue. Exalted through an 'idea l p i ty  or an ideal t e r r o r ' ,  the a r t  
ob ject i t s e l f  becomes ' id e a l ' .  Not out o f  control l i k e  the k in e t ic ,  the 
s ta t ic  is  h ighly con tro lled , con tro lled  by the 'rhythm o f beauty'. The
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form which th is  'rhythm o f beauty1 takes however, is  open to  question 
and i t s  control materia lizes through the reactions o f many c r i t i c a l  
forms: the au tho rity  o f Joyce's le t te rs ;  by the L ina ti scheme he drew 
up; and by the Homeric myth. W riting to Frank Budgen, Joyce a r t icu la ted  
the ' fo u r key words' o f 'Penelope':
"'Penelope' is  the clou o f the book. The f i r s t  sentence contains 2500 
words. There are e ight sentences in  the episode. I t  begins and ends 
with the female word yes. I t  turns l i k e  the huge earth ba ll slowly 
surely and evenly round and round spinning, i t s  four cardinal points 
being the female breasts, arse, womb and cunt expressed by the words 
because, bottom ( in  a l l  senses bottom button, bottom o f the class, 
bottom o f the sea, bottom o f h is heart) , woman, y e s " .
This le t t e r  poses problems fo r  the ga lle ry  spectators. I t  
begins c le a r ly  enough with factual description o f  length, such as the 
number o f words and sentences. Then a problem arises as the word 'ye s ',  
analogous with 'c u n t ' ,  would seem to imply both sexual pass iv ity  and 
sexual promiscuity -  Molly says 'yes' to  both Bloom and Boylan a f te r  
a l l 19. The charges which Bloom appears to  lay against her in  the 
preceding 'I th aca ' chapter where he l i s t s  a series o f men suspected o f 
being Molly 's lovers have in fa c t  la rge ly  been dismissed20. I t  s t i l l  
however leaves an uncomfortable association fo r  a fem in is t c r i t i c ,  i f  
such an analogy is  to  be followed. The s im ile  o f the episode ' l i k e  the
huge earth b a l l '  is  taken to  be an explanation, a likeness substantiated
by the en tr ies made in  the L ina ti schema which Joyce drew up and which 
re fe rs  to  the 'Penelope' chapter thus: "Scene: the bed; organ: f lesh ; 
a r t :  none; colour: none; symbol: earth; technic: monologue (female);
correspondences: 'Penelope': earth; 'Web': movement", and l i s t s  time as 
the recumbent 8, "the sign fo r  e te rn i ty  as well as a symbol o f  female 
g e n i ta l ia "2^. The heavy symbolism o f these points o f  reference are 
extremely problematic fo r  the fem in is t c r i t i c ,  as 'e a r th ' once again is  
associated with the feminine, and no 'a r t '  is  accorded th is  chapter at 
a l l  (a l l  other chapters have en tr ies  under th is  heading). The
id e n t i f ic a t io n  between Molly and the chapter 'Penelope' is  fu r th e r  
emphasized by her id e n t i f ic a t io n  with the character, Penelope, th is  time 
in  connection with Joyce's plan, drawn up with Stuart G i lb e rt ,  se tt ing  
out Ulysses in  the pattern of Homer's Odyssey. Although the chapters o f
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Ulysses themselves are never labe lled  in  any published ed it ions , every 
c r i t i c  re fers  to  them under th e i r  Homeric t i t l e s .  I t  is  through such a 
Homeric ve il tha t G ilbe rt  sees Molly, describing her as a "prototype", 
made up o f  "symbolic aspects" embodying mythical creatures. His 
comparison with Homer's Penelope is  u lt im a te ly  detrimental -  Molly may 
be stable with "no real desire to  change" but Penelope is  " f a i t h f u l " 22. 
In contrast, as the male wooers o f  Molly assume Homeric proportions fo r  
G ilb e r t ,  th e i r  a t t r ib u te s  are exaggerated and f la t t e r in g :  "Young L ieu t. 
Mulvey, precursor o f Odysseus, was the f i r s t  wooer o f the young nymph o f 
Calype"2^. Writing o f  Blazes Boylan, G ilbe rt  takes a t face value M olly 's  
descrip tion o f  him: "In  her ro les o f Calypso and Gea-Tellus Molly Bloom 
owns to  a rac ia l a f f in i t y  with the g igan tic , and much o f  the a tt ra c t io n  
she fee ls  fo r  Blazes Boylan is  due to  h is g igantic ism"2^.
What is  problematic about such approaches are th e i r  subs titu te - 
au tho r ity ,  encouraging many more symbolic in te rp re ta t io ns , a l l  grounded 
in Molly-as-earth, and her Homeric equivalent, which have prevailed fo r  
so long2^. The power o f the myth in  th is  context is  c lea r, as i t s  r ich  
m ateria l, i t s  weaving through h is to ry ,  the answers i t  provides, are a l l  
seductive frames fo r  any in te rp re ta t io n .  I t  opens up many doors and 
allows the symbolic in te rp re ta t io n  o f M olly 's  te x t  free re in ,  as many 
w rit ings  o f  th is  nature have demonstrated. In le t t in g  th e i r  responses be 
con tro lled  by the word myth, these in te rp re te rs  have con tro lled Molly 's  
te x t ,  rendered i t  s ta t ic ,  u n if ie d , turned to  stone. Even her mythic ro le  
as earth has been reduced, as A. Walton L i tz  shows, to  determining the 
"o rb its  o f Bloom and Stephen" -  she is  th a t myth around which a l l  other 
myths revolve. Similes, metaphors, a l l  kinds o f analogies p ro l i fe ra te  
around her te x t  as these ga lle ry  spectators seek to  define her. Such a 
ready id e n t i f ic a t io n  o f Molly as the 'Penelope' chapter in th is  way 
refuses to  explore the possible tensions between the two, merely 
establish ing a co rre la t io n , no matter how uneasy, between them. Such 
id e n t i f ic a t io n  simply posits Molly as a statue in  a museum to  be 
scratched upon, om itt ing  her own a r t i s t i c  p o s s ib i l i t ie s .
The importance o f the distance between the statue in  the museum 
and what i t  represents must therefore be emphasized:
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"Early archetypal in te rp re ta t io ns , and c r i t ic is m s  o f them, considered 
the goddess narrowly, in her procreative ro le .  Molly is  l i k e  her in 
more ways than th is ,  and takq& on aspects o f the goddess th a t have 
been ignored u n t i l  r e c e n t l y . . " ^
As the above quotation ind ica tes, the one can only be 1 ike the
other, not be the other, fo r  Molly only resembles aspects o f the myth, 
she does not embody mythical aspects, as G ilbe rt claims. For what is  
being recognized here is  M olly 's  a b i l i t y  fo r  ro le -p lay ing , as Molly 
plays the ro les o f  mother, " I  suppose I oughtnt to  have buried him in 
tha t l i t t l e  woolly jacket I kn it ted  crying as I was but give i t  to some 
poor ch i ld "  (U.640); o f w ife , "what do they ask us to  marry them fo r  i f  
were so bad" (U.613); o f  lover o f Mulvey, Boylan, Bloom. They are a l l
genuine ro les , she is  a l l  these th ings, but they are infused with her
love o f  f i c t io n ,  o f the s tory, so th a t she transforms these ro les in to  
other areas in  her l i f e ,  changing th e i r  importance and th e i r  importance 
on others. In her a t t i tu d e  to  Stephen, fo r  instance, she plays a dual 
ro le  o f both mother, "h is  poor mother wouldnt l i k e  i t "  (U.640) as well 
as lover, " i t l l  be grand i f  I can only get in  with a handsome young poet 
at my age" (U.638).
In terms o f Stephen's theories , the spectators' responses have 
been la rge ly  con tro lled  not by the 'rhythm o f beauty' but by the rhythm 
o f h is to ry , h is to ry  in  terms o f  the Homeric myth and previous c r i t i c a l  
analyses. Their view o f Molly is  two-dimensional, e i th e r  ide a lis ing  her 
or debasing her, se tt ing  her up only to  knock her down, as Richard 
Ellmann concurs: "He (Ooyce) de lights  in mythologising Molly as Gea- 
Tellus then, by bringing her down with a thump on to  the orangekeyed 
chamber pot at 7 Eccles Street, in demythologising her in to  an old 
shoe"^7. Molly can only be seen in e ith e r o f  these aspects i f  we 
establish such a re la t io n  between outer a u th o r ita t ive  forms and the te x t  
i t s e l f  in th is  way. But what happens to  these responses when the statue 
looks back, focusing instead on the male body, "are they so beautifu l o f 
course with what a man looks l ik e  with h is two bags f u l l  and his other 
th ing hanging down out o f him or s t ick ing  up a t you l ik e  a hatrack" 
(U.620)? When Molly turns the force o f  her gaze on the body o f Blazes 
Boylan?
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"Her (M o lly 's ) progressive in f la t io n  o f Boylan's v i r i l i t y . . . a l s o
belongs to  her p o r t r a i t .  Not only h is response to  her, but also the
v i r i l i t y  o f  the lover she has a ttrac ted  re f le c ts  on her" .
The ro le  Molly plays performs a double function in  th is
description as i t  both re f le c ts  Boylan several times his size while at
the same time re f le c ts  back on her. As i t  in  turn renders her the huge
a l1-engulfing sexual f igu re , the massive earth goddess so many have 
w rit ten  about, so too her view o f the penis is  d irected eventually back
at her, 's t ic k in g  up a t you '. U lt im ate ly , th is  re f le c t iv e  power merely
turns what is  active on Molly 's  pa rt,  'her progressive in f la t io n  o f 
Boylan's v i r i l i t y '  in to  something passive, 'h is  response to  h e r ',  his 
' v i r i l i t y '  which ' re f le c ts  back on h e r ' .  In th is  way in fa c t ,  the power 
o f  the female gaze is  denied, rendered on the one hand the passive 
m irror spoken o f  by V irg in ia  Woolf in A Room Of One's Own, "Women have 
served a l l  these centuries as looking glasses possessing the magic and 
de lic ious power o f re f le c t in g  the f ig u re  o f man at twice i t s  natural 
s i z e " 2^, or on the other, a n a rc is s is t ic  re f le c t io n  in  a pool.
How Molly sees herse lf can be qu ite d i f fe re n t  however. She 
envisions he rse lf  as a 'nymph' in  a bath, echoing the image o f paintings 
she has seen, and the one which hangs above her bed: " . . . t h e  woman is  
beauty o f course thats admitted when he said I could pose fo r  a p ic tu re  
naked to  some r ich  fe llow  in Holies s tre e t when he lo s t  the job in Helys 
and I was se l l in g  the clothes and strumming in  the coffee palace would I 
be l i k e  tha t bath o f  the nymph with my ha ir  down..." (U.620). In an 
essay by Carol Armstrong, the issue o f looking a t the female body is  
discussed through a consideration o f Edgar Degas's "The Tub", another 
pa inting o f a 'bath o f  the nymph':
"Not only is  the female body (o f "The Tub") constitu ted as an object 
th a t de flects  the gaze and externa lizes the viewer, thus negating the 
function o f  the nude, i t  is  also presented as a profoundly unreadable 
e n t i ty ,  precise ly because the female body as a f ie ld  o f s igh t and 
touch, as well as i t s  function as gesture, are a l l  turned in  on 
themsel ves" .
Degas's pa inting features the body o f a naked woman in  a bath 
whose face is  turned away from us, but Armstrong's reading appears to  be
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somewhat d i f fe re n t  from M o lly 's , The averted face in  "The Tub", or
ra ther, the action im p l ic i t  in the turn ing away o f the face preventing 
i t  from being seen, looking downward and inward, and u lt im a te ly  
d isrupting eye contact between the viewer and the viewed, leads
Armstrong to  in te rp re t  the female body here as an 'unreadable e n t i t y ' .  
I t  is  unreadable because f i r s t l y ,  i t s  action, i t s  movement 'de f lec ts  the 
gaze' o f  the viewer, preventing o b je c t i f ic a t io n .  But also, i t s  movement 
presents the body as 'a f ie ld  o f  s igh t or touch as well as i t s  function 
o f gesture' as a self-conscious body 'turned in  on i t s e l f ' .  In other 
words, th is  body is  reading i t s e l f ,  revealing and not revealing at the 
same time. Perhaps Molly is  not so d i f fe re n t  a f te r  a l l .
We are fa m i l ia r  with Molly and the nature o f revealing, as she
creates sexual fantasies based on other men's responses to  a showing o f 
her body. Comparing two such 're ve la t io n s ' o f M o lly 's  in th is  vein, we 
can discern a certa in  movement taking place. Although at one po int she 
says, "Im sure tha t fe llow  opposite used to  be there the whole time 
watching" (U.628), e a r l ie r  than th is  she notes, "when he saw me from 
behind fo llow ing in the ra in  I saw him before he saw me" (U.614: my 
underline). Both phrases appear to  ind icate the t ra d i t io n a l view of 
Molly as object o f the male gaze. However, the movement in the second 
phrase to  ' I  saw him' from the pos it ion  o f object o f  the sentence 'when 
he saw me', p a ra l le ls  the movement o f  the female body in the Degas 
pa in ting . The phrase 'when he saw me from behind' also echoes Lynch's 
experience o f the body o f the Venus, only th is  time, Venus spots him 
f i r s t :  ' I  saw him before he saw me'. Dust as both women, the model in 
the pa inting and Molly he rse lf ,  know th a t they are being watched, so 
they employ stra teg ies to  d is rup t tha t process o f  viewing. The model 
turns her face away; Molly changes pos it ions:
" I  bet he never saw a better pa ir  o f  thighs than tha t look how white 
they are the smoothest place is  r ig h t  there between th is  b i t  here how 
s o f t  l i k e  a peach easy God I wouldnt mind being a man and get up on a 
love ly  woman..." (U.633).
Here, Molly moves from the male pos it ion , 'he never saw' to  
what 'he saw' - 'a be tte r pa ir  o f th ig h s ',  to  an examination o f  them, 
' l i k e  a peach', and to  experiencing what the male viewer experiences, ' I
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wouldnt mind being a man'. In assuming the pos ition o f  the "other" here, 
the act o f  the tra nsves t ite ,  Molly creates a distance between herse lf 
and the body which is  on show. To an extent, th is  is  an in te res ting  
va r ia t ion  on the feature noted by Armstrong above o f  a body closed in on 
i t s e l f  whose features gaze inward. For Molly turns her gaze upon 
he rse lf,  and in  doing so, moves from a position o f revealing, 'he never 
saw a be tter pa ir  o f th ig h s ',  something spec if ic  to  her, to  one o f 
revealing nothing, ' I  wouldnt mind being a man and get up on a love ly 
woman'. The genera lity  o f the in d e f in i te  a r t ic le  'a woman' here is  in 
contrast to  the spe c if ic  'how white they a re '.  As a man, Molly has 
nothing to  reveal.
The d ifference between Molly assuming the male ro le  here, and 
Bloom turn ing himself in to  a woman in  the e a r l ie r  chapter 'C irce ' in 
order to  be abused by the transsexual Be lla /Be llo  Cohen, emphasizes th is  
sense o f no th ing-to -revea l. One moment Bloom is  female: "Bloom puts out 
her t im id  hand...Be llo  grabs her ha ir  v io le n t ly  and drags her forward" 
(U.434), the next he reverts to  being male: "Hold hini down g i r l s  t i l l  I 
squat on him" (U.435; my underline). Even though Bloom in th is  instance 
becomes 'he r ' and is  placed in  a subservient pos it ion , he does not 
imagine what the 'o th e r ' co n tro l l in g  him th inks o f him. He does not see 
what Be lla /Be llo  sees when he/she looks at him.
Forced by 'B e l lo ' to  change his c lothes, "You w i l l  shed your 
male garments" (U.436), to  be dressed in  women's apparel, Bloom 
confesses, " I  t r ie d  her things on only tw ice, a small prank, in Holies 
s tre e t"  (U.437). He ta lks  o f himself as a "female impersonator in  the 
High School play, Vice Versa" (U.438), re in fo rc in g  his a b i l i t y ,  l ik e  
Molly, to  change pos it ions. Sexuality becomes a costume, a device worn 
by a performer on a stage, a device which depends, as Cheryl Herr notes, 
upon the audience acknowledging the presence o f  the male body beneath 
the female o u t f i t ^ .  As audience, 'B e l lo ' taunts Bloom with the 
knowledge o f  what l ie s  underneath the s k i r ts  which he does not, can not 
possess: "And showed o f f  coquettish ly  in your domino at the m irror 
behind closedrawn b linds your unskirted thighs and hegoat's udders..." 
(U.437). His id e n t i ty  as a male, 'hegoat's udders', is  never questioned, 
in sp ite  o f  h is dressing up. The switch between gender positions
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performed by Bloom here re ta ins  a distance between h is  the a tr ica l 
persona and h is actual sexual id e n t i ty ,  in a way s im ila r  to  Molly when 
she fantasizes o f 'being a man1. She too re ta ins  her id e n t i ty  as a 
woman: ' "C irc e 1 has revealed o f  course th a t Bloom's experience o f 
fem in in ity  is  t h e a t r ic a l . . . in  the same way tha t M o lly 's  experience o f 
masculin ity i s " ^ .  The d ifference between them however is  the nature o f 
the distance being retained by both o f  them. In appropriating the male 
gaze fo r  he rse lf,  Molly has opted out o f creating her own space as a 
female spectator. How then can she look at he rse lf  w ithout carrying out 
th is  act o f (mis)appropriation?
The key to  th is  question l ie s  u lt im a te ly  in  the connection 
Molly makes between her body and the notion o f w r i t in g .  For, ju s t  as 
Molly reads her own body in  the switch o f positions above, so she reads 
her own te x t :
"then he wanted to  milk me in to  the tea well hes beyond everything I 
declare somebody ought to  put him in the budget i f  I only could remember 
the 1 h a lf  o f  the things and w r ite  a book out o f  i t  the works o f Master
Poldy yes and i t s  so much smoother the skin much an hour he was at
them ..."  (U.621).
In speaking o f her own body from a male perspective, 'he wanted
to  m ilk me in to  the te a ' ,  Molly speaks o f  w r i t in g ,  'and w rite  a book out
o f i t ' ,  a book which would be ca lled  the 'works o f Master Poldy'. S t i l l  
dominated by the male pos it ion  - both 'Master' and 'Poldy' are 
cap ita lised in a te x t  tha t ra re ly  employs cap ita ls  -  M o lly 's  one 's ign ' 
o f  her own w r i t in g  l ie s  in numerically w r it ten  form o f the '1 h a l f  o f 
th in g s '.  This slippage from the f u l l  w r it ten  form o f the word to  the 
numerical form has always been noted as a derogatory cha rac te r is t ic  o f 
M o lly 's  te x t ,  d isp laying ju s t  as Gerty's grammatical errors d id , her 
lack o f  education which h in ts  a t the ' r e a l '  w o m a n ^ .  However, here such 
a slippage allows her to  move out o f  the f ix in g  pos it ion  o f a male 
viewing o f the body and o f  the te x t .  Another instance o f  th is  puts i t  
even more s trong ly :
"111 get him to  keep th a t up 111 take those eggs beaten up with marsala 
fa tten  them out fo r  him what are a l l  those veins and things curious the 
way i t s  made 2 the same in  case o f tw in s . . . "  (U.620).
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In speaking o f her own body here, moving from what the 
indeterminate male desires, ' fa t te n  them out fo r  h im ', Molly begins to 
examine her body a t the same time th a t the te x t  displays the 
cha rac te ris t ics  o f her w r i t in g  p rac tice . Once more, the number two is  
w rit ten  numerically. From seeing her body from the male perspective she 
s l ip s  to  her own perspective, '2 the same in  case o f tw ins ' -  th is  has 
nothing to  do with the wishes o f  the expressed male desire. The movement 
being suggested here, o f Molly as a female reader o f her te x t ,  wondering 
about her body 'curious the way i t s  made', d i f fe rs  from the o b je c t i fy in g  
way she read he rse lf  as a man, 'God I wouldnt mind being a man'. 
Although once again she distances he rse lf  from her body 'the way i t s  
made', th is  is  not the distance o f  the tra nsves t ite ,  what Mary Ann Doane 
describes as "a t ta in in g  the necessary distance from the im age"^. For 
th is  is  not to  argue th a t Molly needs to  be a man, e ith e r  to  read or to  
w r ite ,  or even th a t she needs to  pretend to  be one. Instead th is  
slippage, th is  movement, allows her a d i f fe re n t  kind o f  pretence and a 
d i f fe re n t  kind o f  distance a ltogether.
To explain more f u l l y  what a d i f fe re n t  kind o f  'pretence' and 
'd is tance' implies, i t  is  important to show how these two terms are 
commensurate with each other fo r  Molly. Molly complains o f the way women 
are read according to  th e i r  dress:
"Whats tha t fo r  any woman cu tt in g  up th is  old hat and patching up the 
other the men wont look at you and women t r y  to  walk on you because they 
know youve no man th e n . . . "  (U.618).
Molly notes the connection between the outside, the surface, 
and what is  going on underneath i t .  She recognizes the signs, 'because 
they know' -  an old hat, cut up and patched together, a l l  s ign ify in g  
something. I t  presents a te x t  to  be read, and u lt im a te ly  to  be 
in terpreted, the way a woman is  read and in te rp re ted . 'They know' is  
read as meaning something else, 'youve no man th e n ',  which is  shown in 
th e i r  response, 'they t r y  to  walk on you '. Hence, to  Molly the 
appearance o f  the body dressed up operates as a sign: "you cant get on 
in th is  world without s ty le "  (U.618).
This re la t io n  between the te x t  and the body is  posited through
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the association between an old piece o f c lo th ing  and a woman's status in  
socie ty, 'youve no man th e n '.  Playing on the notion o f c lothes, 
" te x t i le s " ,  and language, " te x t  s ty le s " ,  Vicki Mahaffey posits the 
notion o f an ' in te rp la y ' ,  re c a l l in g  Eco's 'con tact' spoken o f at the 
beginning o f  th is  chapter, but w ith a d iffe rence:
"Sexuality depends upon the in te rp la y  o f fa c t  and f i c t io n ;  the 
in te rp lay  is  constant, although the id e n t i f ic a t io n  o f which is  which 
can never be f i n a l l y  f ixed . Dress and undress, address and message, 
frame and p ic tu re , s ig n i f ie r  and s ig n if ie d ,  author and reader, have a 
d isqu ie ting tendency to  exchange places* despite our attempts to  
s ta b i l iz e  th e i r  d ifferences through names"35.
Here the in te rp lay  is  between ' fa c t  and f ic t io n . . .d re s s  and 
u n d re s s . . .s ig n if ie r  and s ig n i f ie d ' ,  as opposed to  a 'con tac t ' between an 
im prin t and i t s  im prin te r. The cruc ia l d ifference between the two l ie s  
in the unstable, or ra ther ambivalent form o f the im prin te r, which 
Mahaffey id e n t i f ie s  through the use o f the terms ' f i c t i o n '  and 'd ress '.  
Oust as Molly reads the clothes o f  others in her te x t ,  so we read her 
dress. Like the nude body in "The Tub", Molly is  shielded from our gaze 
- shielded by her clothes, which operate as a f ic t io n  fo r  her. A ll we 
can see is  the mask, what the 'v is ib le  im p r in t ' gives us, what gives an 
outward show, clothes tha t disguise or exaggerate the female form:
"what did they say they give a d e l ig h t fu l f igu re  l in e  11/6 obviating 
th a t unsightly broad appearance across the lower back to  reduce flesh my 
b e l ly  is  a b i t  too b ig . . . "  (U.618).
Oust as her clothes mask her from us, so her sexual experiences 
re-create th is  notion o f  disguise and exaggeration, th is  time in terms 
o f performance o f the body: " I  gave my eyes th a t look with my ha ir a b i t  
loose from the tumbling and my tongue between my l ip s  up to  him the 
savage brute" (U.621). The exaggeration o f M olly 's  body here, as she 
f laun ts  what we take to  be her ' s e l f ' ,  'gave my eyes th a t lo o k ',  s e l f ­
consciously performing, 'my tongue between my l ip s '  ( i t  is  important to  
remember tha t Molly was a singer and was about to  go on tou r, hence her 
meeting with Boylan th a t afternoon, her manager), is  an exaggeration 
reminiscent o f Mary Ann Doane's descrip tion o f  the masquerade:
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"The masquerade doubles representation; i t  is  constitu ted by a
hyperbolisation o f  the accoutrements o f  fem in in ity "  .
In the words o f Sylvia Bovenschen on Marlene D ie tr ich , what we 
are doing is  "watching a woman demonstrate the representation o f  a
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woman's body" . When a woman 'masquerades' she exaggerates, through 
c lo th ing , gesture and other 's ig n s ' ,  the a t t r ib u te s  o f  the female body, 
hence M olly 's  e a r l ie r  emphasis on her breasts, and here to  her eyes and 
mouth. She represents the female body in a state o f sexual excitement, 
'gave my eyes', to  perform th is  sense o f a 'double representa tion '. I f  
we compare th is  moment o f exaggeration to  M o lly 's  e a r l ie r  exaggeration 
o f Boylan's physical a t t r ib u te s ,  we notice th a t the main d ifference here 
is  tha t Molly is  speaking o f another body, not her own. And yet tha t is  
precisely what she i_s doing here too: speaking o f  another body. The dual 
pos it ion  she occupies here, tha t o f speaking about the body, while being 
th a t body a t the same time m irrors the sense o f 'double representation' 
tha t Doane speaks o f .  When a woman masquerades as a woman, taking on
board and exaggerating the signs o f fem in in ity  which speak about and
construct th a t body, the dual pos it ion  emerges: speaking about, and 
being, at the same time. I t  is  the power o f such a dup lic itous position 
which Eco f a i l s  to  a r t ic u la te  when he speaks o f  'the im prin t on a
surface '. For the woman masquerading as a woman, there is  a double 
im pr in t:  tha t o f the body i t s e l f  which is  a construction, and th a t o f 
the spoken-about-the-body, creating f ic t io n s ,  t e l l i n g  ta le s .
This sense o f speaking-about-the-body has been noted before in 
a d i f fe re n t  way in re la t io n  to  Molly. One o f  the most famous examples o f 
th is  is  in Joyce's le t t e r  to  Frank Budgen, quoted e a r l ie r .  The re s t o f 
the le t t e r  is  as fo llows:
"Though probably more obscene than any preceding episode i t  seems to 
me to  be p e rfec t ly  sane f u l l  amoral f e r t i l i s a b le  untrustworthy 
engaging shrewd l im ite d  prudent in d i f fe re n t  Weib. Ich bin der Fleisch 
der stets bejaht" .
Most glosses, l ik e  Ellmann's notes to  th is  p a r t ic u la r  le t t e r ,  
focus on the tra n s la t io n  o f the German from Goethe's Faust, which Joyce 
plays on here3^. While the content o f the long l i s t  o f adjectives here 
is  a h ighly suggestive one, a l l ,  o f  course, 'speaking about' woman,
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what is  p a r t ic u la r ly  in te res ting  is  the use o f the word so much is  being 
spoken about: 1 Weib1 -  the German word fo r  'woman1, f u l l  o f  the sexual
connotations which an equivalent 'Frau1 would not possess -  th is  time 
used as yet another term4®. I t  is  the u n ive rsa li ty  o f th is  word which 
would appear to  be ju s t  another example o f another 'name' being
inscribed on to  yet another female body. And ye t, the constructed nature
o f ' Weib' here, emphasized through the l i s t  o f ad jectives, p a ra l le ls  the 
essen tia lly  constructed nature o f the act o f 'speaking about'. Both 
a r t i f i c i a l ,  both in  fa c t  unspeakable.
Throughout Molly 's  narra tive  run references to  flowers: "what 
kind o f  flowers are those they invented l ik e  the s tars" (U.642); " I  love 
flowers Id love to  have the whole place swimming in  roses" (U.642); "yes 
he said I was a flower o f  the mountain so we are flowers a l l  a womans 
body yes" (U.643). The metonymic re la t ionsh ip  through the movement from 
the general 'they ' to  the personal ' I ' ,  to  her re la t ion sh ip  th is  time
with Bloom, th a t flowery name, ind icates the a r t i f i c i a l i t y  o f  th is
construct. Imagery is  a c o n tro l l in g  device, where flowers are ' l i k e '  
something else, ' l i k e  the s ta rs ' ,  to  become the real th ing  'so are we 
f lo w e rs '.  Here i t  would seem tha t Molly he rse lf  is  a r t i f i c e ,  there is  no 
distance o f  the s im ile . Molly is  both the real and the representation o f 
the real at the same time4^. And yet th is  o f course is  the very 
condition o f  the masquerade; as Ooan Riviere w rites :
"The reader may now ask...where I draw the l in e  between genuine 
womanliness and the masquerade. My suggestion is  not, however, tha t 
there is  any such d iffe rence; whether radical or s u p e r f ic ia l ,  they 
are the same th in g " (my underline4^ ) .
I f  Molly is  what she constructs, then i t  fo llows tha t she is  
what is  'spoken about h e r ' ,  dust as Narcissus, gazing in to  the pond in 
love with his image, was then transformed in to  a flower, s im i la r ly  
Molly, created in  her own image, too becomes a 'f low er o f  the mountain', 
at the moment o f  'speaking about': 'yes he said I was'. Molly comes in to  
being upon the utterance o f the male voice; Molly is  the creation o f a 
male w r i te r ,  Ooyce. And yet th is  being, "yes he said I was" ,  is  in  fa c t  
a seeming, ' I  was a f lo w e r ',  a representation. The d ifference between 
the two is  the 's im u la tion ' o f a distance from the image, to  reca ll
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Doane's words, a woman masquerading as a woman, an ' in te rp la y 1, not 
between ' fa c t  and f i c t i o n ' ,  but ra ther between ' f i c t io n  and f i c t i o n ' ,  
u lt im a te ly  to  grant us two f ic t io n s ,  as well as two creators o f 
f ic t io n s .  For as Molly usurps our place, becoming both reader and w r i te r  
a t the same time, occupying positions o f  both seeming and being, so too 
is  our re la t ionsh ip  with tha t "great a r t i f i c e r " ,  Ooyce h imself, usurped. 
Our re la t ion sh ip  with him has been displaced, as Molly emerges spectator 
and creator o f her te x t ,  the only one who can see beneath the clothes o f 
her body to  the te x t  underneath. I t  is  the d ifference in perception, and 
u lt im a te ly  in  response, o f what we see, and what Molly sees, th a t is  
explo ited by Molly a l l  the time, as she plays with the difference 
created between representation and a u th e n t ic i ty ,  between fa c t  and 
f i c t io n ,  to  render them obsolete. Posited as a d isp lacer, Molly occupies 
a place on the margins, the place where boundaries are broken down, the 
sta ircase, the doorway, the w i n d o w ^ .  As a s to r y te l le r ,  her voice takes 
us to  the edge o f Ulysses, both l i t e r a l l y  and f ig u ra t iv e ly .
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43. See my concluding chapter which focuses on women at points o f  cross­
over, f igured as windows, doors and so on.
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"A PREGNANT WORD”:
THE GROTESQUE MOTHER IN 'OXEN OF THE SUN', ULYSSES
66
"Don't ta lk  to me about p o litic s . I'm only interested in style"
* * * * *
-  Joyce is  famously quoted as remarking, in an exchange with his 
brother Stanislaus^.
Joyce's fas t id ious  in te re s t  in s ty le  and fashion is  known to 
have extended to  the dress o f the members o f his fam ily ; no matter tha t 
they had a poor roo f over th e i r  heads, they always dressed in s ty le ,  
wearing the la te s t  fashions^. Joyce's own in te re s t  in  female c lo th ing  is  
also well documented, as is  h is preference la te r  in l i f e  fo r  female 
dress over the female body i t s e l f ^ .  Such an in te re s t  has been re f lec ted  
in  the la s t  chapter o f Ulysses, as my reading o f the 'Penelope' chapter 
has sought to  demonstrate. The complexities o f representation in 
connection with the female body o f Molly Bloom are explored through 
a r t i f i c i a l  constructs: c lo th ing , excessive surface d e ta i l ,  and
exaggeration o f 'accoutrements', constructs which b lu r and d is tu rb  the 
boundaries o f the female body which is  presented fo r  our general 
viewing.
Developing th is  argument, my analysis o f the 'Oxen o f the Sun' 
chapter o f Ulysses presents the pregnant female body as one which is  
s im i la r ly  exaggerated, an excessive body which m irrors the excessive use 
o f s ty le  s truc tu r ing  the chapter. This is  a view o f the female body 
which transgresses borders not only through excess, but also through i t s  
costumization, presenting i t  as a form o f dress tha t can be adopted by 
a l l .  In carrying on the theme o f performance, I consider the absent 
female body o f the pregnant Mina Purefoy as emblematic o f the 
'grotesque' mother o f Mikhail Bakhtin 's concept o f the ca rn iva l,  and 
show tha t fa r  from pre ferr ing  p o l i t ic s  to s ty le ,  through 'Oxen o f the 
Sun' Joyce in fa c t  p o l i t ic iz e s  s ty le ,  and p o l i t ic iz e s  the female body in 
the process.
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'Oxen o f the Sun' concerns the meeting o f Leopold Bloom and 
Stephen Dedal us, the two main protagonists o f Ulysses, as they move 
through the c i t y  o f Dublin on June 16th, 1904. i t  is  ten o 'c lock at 
n igh t, some hours before Bloom is  to  in v i te  Stephen home as his 
replacement son and possible new lover fo r  Molly. They converge in the 
waiting room o f Holies Street Maternity Hospital, where they jo in  the 
reve lry  o f some drunken medical students awaiting the b ir th  o f Mina 
Purefoy's ninth c h i ld  -  Bloom has already been to ld  o f  the expectations 
o f  th is  event on his wanderings e a r l ie r  in the day.
S ty l i s t i c a l l y ,  the chapter is  constructed by a series o f 
im ita t ions  o f w r ite rs  from the h is to ry  o f English L ite ra tu re .  Sometimes 
re ferred to  as parodies, sometimes as pastiches, a debate which w i l l  be 
given more a tten tion  presently, they begin with prose w rit ten  in the 
medieval manner, moving chronologically  through w rite rs  such as M ilton, 
Dickens and others, to  end in what Joyce called a " f r ig h t fu l  jumble o f 
Pidgin English, nigger English, Cockney, I r is h ,  Bowery slang and broken 
doggerel"^. In add it ion , the L ina ti schema which Joyce helped draw up 
l i s t s  the fo llow ing in connection with the chapter: "Organ: womb; A rt:  
medicine; Color: white; Symbol: mothers; Technique: embryonic
development" and l in k s  the 'oxen' o f the t i t l e  to " f e r t i l i t y " ^ .
In terms o f the Homeric pa ra l le l with the Odyssey, 'Oxen o f the 
Sun' corresponds with book twelve, where the men o f Odysseus, against 
h is expressed wishes, slaughter the sacred c a t t le  on the is land o f 
Helios. This 'crime' o f the Odyssey is  echoed in  a famous le t t e r  from 
Joyce to  his f r ie n d , Frank Budgen, where he wrote: "Am working hard at 
'Oxen o f  the Sun', the idea being the crime committed against fecundity 
by s te r i l i z in g  the act o f c o it io n "  (20 March 1920^). The Odyssean 
pa ra l le l here has often led c r i t i c s  to  in te rp re t  th is  remark o f  Joyce's 
both l i t e r a l l y  as a personal c r i t ic is m  o f the use o f  contraception, and 
f ig u ra t iv e ly ,  as a warning about the s t e r i l i t y  o f  too much 's t y le '  or 
a r t i f i c e ,  tha t both, l ik e  the k i l l i n g  o f the oxen, cons titu te  a serious 
criminal act^. I want to  present however a s l ig h t ly  d i f fe re n t  reading.
Stephen is  present in the hospital waiting-room as he is  a 
fr iend  o f the students there; Bloom is  present as he was treated fo r  a 
bee sting  by Dixon, the ju n io r  doctor there, e a r l ie r  in the day. This
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inc ident, f i r s t  recorded in Bloom's thoughts on the way to  the funeral 
o f Paddy Dignam e a r l ie r  in the day, is  described as fo llows: "Nice young 
student tha t was dressed tha t b i te  the bee gave me" (U.80). Later in  the 
hosp ita l,  th is  inc ident takes on such glorious and melodramatic 
proportions as to  render i t  almost unrecognizable: " . . . t h e  t ra v e l le r  
Leopold came there to  be healed fo r  he was sore wounded in his breast by 
a spear wherewith a ho rr ib le  and dreadful dragon was smitten h im . . ."  
(U.317). The exaggerated form o f th is  event, where the bee becomes a 
'dragon' and i t s  s ting  a 'spear ',  takes place w ith in  the medieval s ty le  
o f  the passage. The im ita t io n  o f such a s ty le  is  not to  mock the s ty le  
i t s e l f ,  or the w rite rs  who orig inally used i t ,  but to  mock the claims o f 
Bloom, the ordinary 'everyman' f igu re  whose encounter with a l i f e -  
threatening beast we know to  be the t r i v i a l  in te rac tion  with a bee. The 
in f la te d  importance the s ty le  gives to  everyday events is  embodied in 
the a r t  o f s to ry te l l in g  i t s e l f .  In a chapter which is  p r im arily  
concerned with bringing together Bloom and Stephen, i t s  two p r ic ip a l 
characters, s truc tu ra l l inks  are constantly being made, as events which 
took place e a r l ie r  in the day come to be recalled and exaggerated, in 
the true  s ty le  o f the born s to r y te l le r .
One o f the main s tor ies  o f th is  chapter, to ld  in the midst o f 
the reve lry  taking place, is  recounted by Bannon, the "Scotch student" 
(U.330). E a r l ie r  in the day, in the opening chapter o f Ulysses, 
Mulligan, Stephen's room-mate in the Martello Tower, went to  meet 
Bannon. This young man now arrives with Mulligan and enterta ins the 
group with a ta le  o f h is recent v i s i t  to  his g i r l f r ie n d .  In a fu r the r 
connection between Bloom and Stephen, there ex is ts  the p o s s ib i l i ty  tha t 
Bannon's g i r l f r ie n d  is  Bloom's daughter M i l ly ,  as she mentions him in  a 
l e t t e r  to her fa ther e a r l ie r ,  "There is  a young student comes here some 
evenings named Bannon..." (U.54). Mulligan re fe rs  to  a g i r l  Bannon has 
been seeing, " I  got a card from Bannon. Says he found a sweet young 
th ing  down there. Photo g i r l  he c a l ls  her" (U.18), and M il ly  is  working 
in a photographer's. In the manner o f Laurence Sterne, th is  p a r t icu la r  
passage is  occasioned by the f a l l in g  o f  a locket from Bannon's c lo th ing 
containing the g i r l ' s  p ic tu re , which Mulligan has hinted he has, 'photo 
g i r l ' ,  and the student begins his s tory :
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"M aiedic ity ! he exclaimed in anguish. Would to  God tha t fo res igh t had 
but remembered me to  take my cloak along! Then, though i t  had poured 
seven showers, we were ne ither o f us a penny the worse. But beshrew me, 
he c r ied , clapping hand to  his forehead, tomorrow w i l l  be a new day and, 
thousand thunders, I know o f a marchand de capotes, Monsieur Poyntz, 
from whom I can have fo r  a liv re  as snug a cloak o f the French fashion 
as ever kept a lady from w e t t in g . . . "  (U.331).
Bannon's main concern would appear to be with an item of 
c lo th ing  - he has forgotten to  take the 'c loak ' w ith him to  protect his 
g i r l f r ie n d  from the ra in  - i t  is  especia lly  to  keep 'a 1 ad.y from 
w e tt in g '.  This long passage is  dominated by the garment; 'as snug a 
cloak o f the French fashion' goes on to  become "the stoutest cloak" 
(U.331), "the only garment" (U.331) and so on, i t s  importance 
established through re p e t i t io n ,  in  much the same way tha t the image o f 
Bannon's g i r l f r ie n d  is  also constructed. For as he gazes fondly on the 
features o f h is lady in the locke t, the romantic p ic tu re , courtesy o f 
Sterne, is  painted with the materia ls o f the woman's outer a t t ra c t io n .  
Her appearance creates the impression o f romance, "so a r t less  a 
d isorder, so melting a tenderness" (U.331), with emphasis on c lo th ing , 
"her da ily  tucker" and "her new coquette cap" (U.331). The increase in 
fe e l in g ,  "Thrice happy w i l l  he be whom so amiable a creature w i l l  bless 
with her favours" (U.331), carr ies him away in to  a fu r th e r digression 
u n t i l  suddenly he remembers "But indeed s i r ,  I wander from the point" 
(U.331). Such re p e t i t io n  serves in fa c t  to  emphasize the po in t; tha t 
even when Bannon moves from discussing his lady to  discussing the issue 
o f the cloak, we are s t i l l  concerned with outer garments. The po in t is  
s t i l l  one o f c lo th ing , one o f s ty le .
Bannon's sense o f s ty le  here is  an in te res t in g  one, as i t  both 
hides and reveals at the same time. In terms o f the lady, she is  
shielded from the ra in  by the piece o f c lo th ing , the cloak, and yet she 
is  also exposed by her c lo th ing  -  i t s  'd iso rde r ' is  rendered 'a r t le s s ' .  
In terms o f the te x t  i t s e l f ,  c lo th ing  s im i la r ly  operates such a double 
stra tegy, as the cloak serves as a euphemism fo r  contraception. Just as 
the lady 's  body is  shielded by the cloak from the ' r a in '  so the meaning 
o f  the contraceptive is  shielded by the very same piece o f c lo th ing . And 
ye t, a t the same time too, the meaning can be glimpsed from beneath the 
masking o f French idiom and o f slang expressions. The tu t t in g  o f "Le
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Fecondateur1 (U.331) introduces a fu r th e r  argument tha t in Cape Horn 
"they have a ra in  th a t w i l l  wet through any, even the stoutest cloak" 
(U.331).
This euphemism is  now reaching the status o f  an in - joke  - everyone
knows what is  being meant by th is  and can jo in  in .  Lynch argues fo r  the
use o f a diaphragm: "One umbrella, were i t  no bigger than a fa i r y
mushroom, is  worth ten such stopgaps" (U.331). Such a suggestion however 
has already been re jected by K i t t y ,  Lynch's g i r l f r ie n d :  "My dear K it ty  
to ld  me today tha t she would dance in a deluge before ever she would 
starve in such an ark o f s a lv a t io n . . . "  (U.331). U ltim ate ly then, no
contraceptive device is  ever mentioned, indeed under the guise o f the 
'c loak ' i t  is  completely absent from the conversation. Oust as Bloom's 
bee-sting is  rendered in v is ib le  through exaggeration, s im i la r ly  the 
contraceptive disappears. And ye t, in  th is  all-embracing carnival world, 
a l l  know i t  is  there, fo r  a l l  know to  what the word t r u ly  re fe rs . This 
contrad ic tion seems central to  the play o f the carnival as defined by 
Mikhail Bakhtin; fo r  while the cloak hides the sense o f contraception, 
i t  also hides nothing, fo r  a l l  know what is  being hidden. I t  is  the 
sense o f entering in to  a c o l le c t iv e  act o f disguise which produces the 
sense o f the ca rn iva l:
"Carnival laughter is  the laughter o f a l l  the p e o p le . . . i t  is  universal 
in scope; i t  is  d irected at a l l  and everyone, including the ca rn iva l 's  
p a r t ic ip a n ts . . . th is  laughter is  ambivalent: i t  is  gay, triumphant and 
at the same time mocking, derid ing . I t  asserts and denies, i t  buries 
and revives. Such is  the laughter o f carnival"®.
In the carnivalesque world o f  the medieval w r i te r  Rabelais, 
Mikhail Bakhtin stresses the d u p l ic i ty  o f laughter, a laughter which 
includes everyone, 'gay' and 'tr iumphant' and yet which a t the same time 
seems to  exclude 'mocking, d e r id in g '.  The ambivalence o f such a laughter 
which 'asserts and denies' finds an echo in the ambivalence o f the 
carnival i t s e l f ,  where the natural order is  turned around. By reading 
Bannon's story through th is  notion o f the ca rn iva l,  the im plications o f 
the laughter i t  produces enable us to  read the events o f the chapter 
with an awareness o f i t s  dup lic itous , ambivalent nature.
The ambivalent laughter which 'asserts ' and 'denies' here is  
based on a play between presence and absence - the presence o f  the cloak
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masking the absence o f the contraceptive -  and i t  is  th is  play, so at 
home in the topsy-turvy world o f the ca rn iva l,  which throws so many 
c r i t i c s  in to  doubt and suspicion. Attempting, at Joyce's apparent 
encouragement, to  establish a l in k  between the 'crime against fecund ity ' 
and the profusion o f the 's t y le '  o f  the chapter, charges have been made 
against the p r iv i le g in g  o f form at the expense o f  content.
In a response to  Joyce's exchange with h is  brother Stanislaus 
quoted at the beginning o f th is  chapter, th is  problematic re la t ionsh ip  
has been described as "a peculiar so r t  o f tension, fo r  the s im p l ic i ty  o f 
the content and the complexity o f the presentation seems out o f a l l  
proportion"^. S im ila r ly ,  in his exp loration o f Joyce and the ca rn iva l,  
Patrick Parrindar writes on Joyce's use o f laughter: "For Joyce's is  
what may be called anarchic humour - a humour which subverts ex is t ing  
structures and hierarchies without taking a p o l i t ic a l  stance" ^ .  The 
d e p o l i t ic iz in g  o f Joyce in th is  way, whether through his use o f humour 
or his emphasis on s ty le ,  is  ine v itab le  i f  we indeed read Joyce's 
comments on the 'crime' he speaks o f as analogous with form -  the crime 
is  in terpreted as the use o f contraception which 's te r i l i z e s  the act o f 
c o i t io n ' ju s t  as the profusion o f  s ty le  s im i la r ly  masks a lack o f action 
in  the chapter. I t  would appear to  be a l l  s ty le  and no substance, as 
Marilyn French notes: "Nothing much happens in the c h a p te r"^ .
I t  is  as a re s u lt  o f such a reading which absents the p o l i t ic a l  
th a t  the most obvious element is  overloooked here; so much a tten tion  is  
paid to  the contraceptive tha t no-one notices Bannon d id n ' t  use i t  
anyway, as he fo rgo t i t .  Such over-use o f something tha t doesn't get 
used disguises the fa c t  tha t the so-called 'crime' never takes place - 
the 'ac t o f c o i t io n '  is  not 's te r i l i s e d '  as the contraceptive is  never 
used. I f  we continue to  a lign the contraceptive with s ty le ,  we must then 
ask, i f  s ty le  leads to  a r t i s t i c  impotence, why the rush o f  language at 
the end o f the chapter? The element o f  disguise here in  the form o f the 
cloak has created the i l lu s io n  o f something; l i k e  parody, which
exaggerates and d is to r ts ,  words are being used to  fool someone.
Such confused readings o f th is  chapter have not been helped by
the additional debate over whether Joyce's reproduction o f the s ty les o f
the various w rite rs  which s truc ture  th is  chapter as a whole constitu tes 
parody or pastiche. In sp ite  o f some persuasive arguments fo r
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1 ?pastiche , parody seems preferable in  the context o f the carnival in 
i t s  capacity fo r  exaggeration and mimicry: " I  have re ferred to  the 
s ty les as parodies (ra ther than as some would p re fe r, pastiches) because 
they exaggerate, ra ther than merely im ita te , the manners o f other 
w r ite rs "  . I t  is  the power to  transform which parody holds in i t s  
capacity fo r  exaggeration and d is to r t io n ,  a power which is  missing from 
the d e f in i t io n  o f pastiche, and which imbues Joyce's 'humour' and 
's t y le '  with a necessary p o l i t ic a l  aspect. Parodying not the o r ig ina l 
w r ite rs  themselves but the characters in  Ulysses with whom he associates 
th e i r  w r i t in g ,  is  the essence o f Joyce's s t y l i s t i c  play here, a play 
most c r i t i c s  appear to  have missed. Like the laughter o f the ca rn iva l,  
parody is  ambivalent, i t  both 'asse rts ' and 'den ies '.  In th is  ex trac t, 
parody is  taken one step fu r th e r ,  as Bannon is  parodied not only by the 
s ty le  o f Laurence Sterne, but by h is  own inac tion . His language does not 
hide his lack o f substance, ra ther i t  becomes tha t substance, and the 
parody presented through him becomes self-parody.
I f  parody then becomes self-parody, what happens to  the in - joke  
mentioned e a r l ie r?  Does th is  laughter s t i l l  include everyone, or is  
there now some doubt as to  who is  laughing at whom? I t  would seem tha t 
disguise, the use o f a 'c lo a k ',  is  essential to  avoid the r is k  o f a 
laughter which does not embrace a l l :
"Thereat laughed they a l l  r ig h t  jocundly only young Stephen and s i r  
Leopold which never durst laugh too open by reason o f a strange humour 
which he would not bewray and also fo r  tha t he rued fo r  her tha t bare 
whoso she might be or wheresoever" (U.319).
The public se tt ing  o f th is  chapter o f the waiting room in a
maternity hospital re f le c ts  the public  nature o f the ca rn iva l,  and 
indeed, in th is  jo v ia l  se tt in g , 'laughed they a l l  r ig h t  jocund ly '.
However, in order to  pa rt ic ipa te  in th is  laughter we learn tha t Bloom 
and Stephen are compelled to  wear masks, to  pretend: th e i r  laughter is
not 'too open', as they hide th e i r  inner troub les. Stephen, who is
mourning the death o f h is mother, an event which is  con tinua lly  haunting 
him, hides 'a strange humour which he would not bewray' while Bloom 
hides his concern fo r  the su ffe r ing  which the expectant mother is
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undergoing elsewhere in the hosp ita l,  'he rued fo r  her tha t bare whoso 
she might be or wheresoever'. The double meaning o f 'b a re ',  spe lt as i t  
is ,  is  p a r t ic u la r ly  in te res ting  in th is  context - as 'bear1 in the sense 
o f bearing ch ild ren , directed o f  course at Mina Purefoy, and 'bare ' in 
the sense o f baring one's soul, something Bloom is  to  do when he fa l l s  
in to  a pr iva te  reverie  la te r  in  the chapter, s tar ing at a b o tt le  o f 
Bass's ale.
This doubleness o f words m irrors the d u p l ic i ty  o f  the masks worn 
by these protagonists, which allow them the p o s s ib i l i ty  o f two meanings 
at once: th e i r  own inner torment, and an outer public laughter. The 
masks and disguises Bloom and Stephen wear are necessary in order to  be 
able to  pa rt ic ipa te  in th is  world, to  share in th is  laughter, fo r  when 
the mask is  removed, the p a r t ic ip a t io n  ends and the carnival is  
threatened. As Bloom stares in to  h is b o t t le  o f Bass's ale in a s l ig h t ly  
drunken haze, he embarks on a p r iva te  journey o f personal memories, 
which exclude him from the carnival o f the waiting room:
"No longer is  Leopold, as he s i t s  there, ruminating, chewing the cud o f 
reminiscence, tha t s ta id  agent o f p u b l ic i ty  and holder o f a modest 
substance in the funds. A score o f years are blown away. He is  young 
Leopold. There, as in  a re trospective arrangement, a m irror w ith in  a 
m irror (hey p re s to !) ,  he beholdeth himself" (U.337).
Bloom escapes in to  h is memories to  present them as he would wish 
to  remember h imself, ra ther than remember himself as he ac tua lly  was. He 
describes himself as "precociously manly" (U.337) at school, before his 
f i r s t  job as a " fu l l f le d g e d  t ra v e l le r "  (U.337), a t t ra c t iv e  and desirable 
to  women: "a qu iverfu l o f compliant smiles fo r  th is  or th a t halfwon 
housewife reckoning i t  out upon her f in g e r t ip s  or fo r  a budding v irg in ,  
shyly acknowledging (but the heart? t e l l  me!) h is studied baisemoins" 
(U.337). A fa r  cry from the 's ta id  agent' tha t he is  now, so l id  and 
unmoving l ik e  the oxen o f the episode 'chewing the cud o f reminiscence', 
Bloom finds he can move through th is  pr iva te  memory, by assuming a 
number o f d i f fe re n t  ro les . 'As a young schoolboy, a young man, 'He is  
young Leopold', or as a fa the r, Bloom can change through the magical 
transforming powers o f  the m irro r which present a 're trospective  
arrangement':
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"But hey, presto, the m irror is  breathed on and the young knighterrant 
recedes, sh r ive ls , dwindles to  a t in y  speck w ith in  the m ist. Now he is  
h imself paternal and these about him might be h is sons" (U.337).
What began as a memory has now become qu ite  d e f in i te ly  fo r  Bloom 
a p r iva te  fantasy. His wish to  be surrounded by those who 'might be his 
sons' is  not pa rt o f h is past, as we know he only had one son, Rudy, who 
died in  infancy. The power o f wish fu l f i lm e n t  has transformed his powers 
o f  remembrance and created something qu ite  d i f fe re n t :  a world o f roles 
to  be played, a stage whereupon 'he beholdeth h im se lf ' .  In such a public 
se t t in g ,  a lb e i t  not the same public se tt ing  as the hospital waiting 
room, but a stage, a stage o f memory, Bloom once again dons a mask, a 
disguise and more than plays the pa rt,  passing from merely seeming to 
being: 'He i_s young Leopold' (my underline).
Instead therefore , o f removing a mask as he seemed i n i t i a l l y  to  
be doing, le t t in g  us in to  his innermost thoughts, we f in d  tha t Bloom has 
in  fa c t  merely replaced i t  with a series o f others, becoming what he 
th inks he used to  be. Textua lly , Bloom does not step outside o f the 
carnival o f s ty les o f  the chapter, as we continue in the parodic vein, 
th is  time in the manner o f the 18th century essayist Charles Lamb. And 
in  terms o f content he continues in  the carnival vein o f  maintaining two 
aspects at the same time. The replacing o f one mask by another ensures 
the continuance o f the carnival ra ther than threaten i t ;  ju s t  as the 
c i rc u la r  action o f  parody is  one which re f le c ts  back on the te x t  i t  has 
replaced, so the succession o f  ro les s im i la r ly  re - inscribes  each 
previous ro le  in i t s  creation o f a new one.
This notion o f c i r c u la r i t y ,  essential to  the ca rn iva l,  is  a 
c o n tro l l in g  device, co n tro l l in g  Bloom's ro le  as both fa the r, 'Now he is  
himself paternal' and as son, "He is  young Leopo ld ...h is  booksatchel on 
him bandolierwise, and in i t  a goodly hunk o f wheaten lo a f ,  a mother's 
thought" (U.337). In confusing r e a l i t y  w ith fantasy, Bloom believes tha t 
the mask is  the real th ing . As his comment e a r l ie r  on th ink ing  o f his 
dead son, Rudy, "My son. Me in h is  eyes" (U.73) shows, Bloom is  
enacting the theme o f consubstan tia lity  which so pre-occupies Stephen 
throughout Ulysses. In d i f fe re n t  ways, th e i r  thoughts have been running 
along the same l in e s ,  as th is  double ro le  is  also a dramatization o f 
Stephen's thoughts e a r l ie r  in the day o f h is own fa the r ,  Simon Dedal us,
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"My consubstantial fa th e r 's  voice" (U.32), as he is  reminded by others,
"You're your fa th e r 's  son. I know the voice" (U.36).
However, there is  an important d iffe rence , fo r  Bloom, th ink ing  o f
Rudy, asserts th a t "the wise fa ther knows his own ch i ld "  (U.337),
something which is  not the case fo r  Stephen. Simon Dedal us " f a i l s  to
14recognize his son several times" as Oean-Michel Rabate notes , quoting 
the exchange between Simon Dedal us and Lenehan in  the e a r l ie r  'S irens ' 
chapter o f Ulysses:
"He greeted Mr Dedal us and got a nod.
-  Greetings from the famous son o f a famous fa ther.
-  Who may he be? Mr Dedal us asked" (U.215).
For Stephen in fa c t ,  the s itu a t io n  is  turned around, as he 
recognizes his fa the r, not the other way around as Bloom asserts; he
knows his fa th e r 's  voice as his own, as others do. I t  is  th is  kind o f
knowledge which informs Stephen's famous Hamlet theory, and his own
desire to  be an a r t i s t :
"He is  a ghost, a shadow now, the wind by E ls inore 's  rocks or what you 
w i l l ,  the sea's voice, a voice heard only in  the heart o f him who is  the 
substance o f h is shadow, the son consubstantial w ith the fa ther"
(U.162).
Stephen's theory o f Shakespeare, playing the ghost o f  Hamlet's 
fa th e r ,  speaking to Hamlet who is  his son, is  one which conjoins both 
the l i f e  and the a r t  i t s e l f :  " Is  i t  p o ss ib le .. .  you are the dispossessed 
son: I am the murdered fa ther: your mother is  the g u i l t y  queen, Ann 
Shakespeare, born Hathaway?" (U.155). The 'p la ye r ' Shakespeare speaks to  
the 'son o f h is s o u l ' ,  the character Hamlet, and the 'son o f  h is body', 
Hamnet, Shakespeare's only son who died in infancy, a fu r th e r  possible 
l in k  with Bloom's pa ra lle l los ing o f h is  only son Rudy: " I f  l i t t l e  Rudy 
had l iv e d .  See him grow up. Hear h is voice in  the house" (U.73). Bloom 
ruminates on the s igh t and sound o f h is  son embodying himself, as the 
thoughts o f 'h is  voice in  the house' echo Stephen's more theore tica l 'a 
sea's voice, a voice heard only in the heart o f  h im . . . '  For Bloom, th is  
is  precisely what Rudy is ,  a voice which cannot be heard in the house 
any longer, but heard only in 'the  h e a r t ' ;  Rudy is  a 'shadow' now.
In common with the theme o f consubstan tia lity , Shakespeare is ,
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Stephen asserts, "A ll in  a l l "  (U.174); th a t when he "wrote Hamlet he was 
not the fa ther o f h is own son merely but, being no more a son, he was 
and f e l t  himself the fa ther o f a l l  h is race, the fa ther o f h is own 
grandfather, the fa ther o f h is  unborn grandson..." (U.171, my 
underline). There is ,  in th is  speech o f Stephen's, an echo o f the f in a l 
words o f A P o r t r a i t , where he announces, as he leaves his native country 
to  discover himself as an a r t i s t :  " I  go to  encounter fo r  the m i l l io n th  
time the r e a l i t y  o f experience and to  forge in  the smithy o f  my soul the
uncreated conscience o f my race" (P-218, my under!ine )# ^ i s view o f
Shakespeare, 'the fa ther o f a l l  h is ra ce ',  is  one which seeks to
estab lish both the a r t i s t  and the man, as he seeks to  establish himself: 
'the uncreated conscience o f my ra ce '.  Furthermore, by l in k in g  the 
concept o f consubstantia lity  and the theory o f Shakespeare, 'a l l  in
a l l ' ,  fa ther and son, Stephen is  attempting to  perform an act o f 
subs titu t ion  s im ila r  to  Bloom's in his p r iva te  fantasy. Assuming a ro le  
here, Stephen is  not searching fo r  his real fa the r, the fa ther he knows 
but who does not recognize him. Instead he is  looking fo r  d iv ine o r ig in ,  
"Wombed in  sin darkness I was too, made not begotten" (U.32).
Although the always earnest Stephen may be being mocked here by 
Joyce, as his theories are confused by others who repeat them -  Mulligan 
mocks, "He proves by algebra tha t Hamlet's grandson is  Shakespeare's 
grandfather and tha t he himself is  the ghost o f  h is own fa ther" (U.15). 
Later, in the 'Scy lla  and Charybdis' episode, Eg!inton declares, "He 
w i l l  have i t  tha t Hamlet is  a ghost s to ry" (U.154). Nevertheless, the 
theme o f consubstantial i t y  is  an extremely important one w ith in  Ulysses 
i t s e l f ,  and h igh ly  re levant to  my own argument.
Later, in  the ' I thaca ' episode, Bloom and Stephen share some 
Epps's cocoa, in  an act which re c a l ls  the Eucharist: "His a tten tion  was 
directed to  them by h is host jocosely, and he accepted them seriously as 
they drank in jocoserious silence Epps's massproduct creature cocoa" 
(U.553). The double meaning o f  'hos t ' here conveys the re l ig io u s  
connotations o f  th is  moment, which is  the moment o f  consubstantiation: 
"the real substantial presence o f  the body and blood o f  Christ together 
with the bread and wine in the eucharis t"1^. And the concept o f 
consubstantia lity  i t s e l f ,  l i k e  the conspiracy o f  the Holy T r in i ty  in 
Hamlet, excludes, o f  course, the presence o f the female in the act o f
77
creation .
The exclusion o f the mother through accusation brings the Father, 
the Son and the Holy Ghost together in Hamlet, as Stephen noted e a r l ie r :
" I f  others have th e i r  w i l l  Ann hath a way. By cock, she was to  blame.She 
put the comether on him, sweet and twentysix. The greyeyed goddess who 
bends over the boy Adonis, stooping to  conquer, as prologue to  the 
swelling act, is  a bold faced S tra tfo rd  wench who tumbles in a co rn fie ld  
a lover younger than he rse lf .
And my turn? When?" (U.157).
Accusations o f adultery against Ann Hathaway, an echo o f 
Hamlet's charges against his mother, Gertrude, form part o f Stephen's 
famous assertion tha t "Patern ity  may be a legal f i c t io n .  Who is  the 
fa ther o f any son tha t any son should love him or he any son?" (U.170). 
The act o f the deceiving woman, the 'grey-eyed goddess' who seduces, is  
reminiscent o f  c r i t i c a l  a tt itudes  reviewed e a r l ie r  to  Molly. She who at 
f i r s t  appears above mere mortals, a 'goddess' on a pedestal, is  in  fa c t  
merely a 'bold faced.. .wench' who 'tumbles in a c o rn f ie ld ' ,  an action 
possibly reminiscent o f Molly 's experiences with Boylan, a lover who is  
ce r ta in ly  'younger than h e rs e l f ' .  This de fla t ion  o f woman from goddess­
l ik e  status to  tha t o f common lover denigrates fo r  Stephen not only 
re la t io n s  between men and women, but the whole process o f human 
creation , and most importantly, the au the n t ic ity  o f the mother's word.
As has already been pointed out, Stephen considers himself 
'made, not begotten', which can be read as another attempt, l ik e  the 
Hamlet theory, to  exclude the mother from the creation process. Brenda 
Oded argues: "Stephen suggests here th a t the sex act which conceived him 
brought about his mother's death. He sees his physical fa ther as a 
v io la to r  o f his mother's f r a i l  body and Stephen is  the end product o f 
tha t v io la t io n "1 While ce r ta in ly  Stephen l in ks  b ir th  and death in  th is  
way a l l  through 'Oxen' in p a r t ic u la r ,  as th is  chapter w i l l  go on to 
explore, i t  seems possible th a t there is  more blame attached to  the 
mother, than to  the fa the r, in h is  own theories. For i t  is  the exclusion 
o f Ann Hathaway/Gertrude/the mother through 'blame' which forces Stephen 
to  turn to  the Father. He cannot tu rn  to  his natural fa ther Simon 
Dedal us, the fa ther who w i l l  not recognize the word o f  an a r t i s t ,  and 
whose own id e n t i ty  can only ever be in doubt, as i t  is  dependent upon
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the word o f the mother, 'p a te rn ity  may be a legal f i c t i o n 1. The fa th e r 's  
word cannot be trus ted , because the word o f the mother is  uttered by a 
'bold-faced S tra tfo rd  wench'. The word o f the Father however, being o f 
div ine as opposed to  ea rth ly ,  o r ig in  excludes the p o s s ib i l i t y  o f such an 
in te rac tion  and hence o f such dub ios ity .
Stephen's sought-after id e n t i f ic a t io n  with a 'd iv ine  form' is  
necessary fo r  a r t i s t i c  achievement. The creation o f  the word o f the 
Father has become dependent u lt im a te ly  upon the act o f su b s t itu t io n , as 
the real fa ther becomes a ghost, as Shakespeare plays in Hamlet, playing 
himself and his fa the r. The consubstan tia lity  o f the Holy T r in i ty  
necessarily becomes the s i te  o f  ro le -p la y ing , as Stephen seeks to absent 
his mother from the part she played in h is creation , and to  f ic t io n a l iz e  
his fa ther, 'the famous fa ther o f a famous son'. The absence o f the 
female body, th a t o f the mother, is  necessary to  allow fo r  the creation 
o f the word by the Father, and is  an aspect o f th is  ro le -p lay ing  theory 
which is  to  prove p a r t ic u la r ly  troublesome fo r  Stephen.
This act o f subs titu t ion  upon which the word is  dependent is  one 
which is  f u l l y  rea lized in  the world o f the carnival through i t s  
emphasis on ro lep lay ing, p a r t ic ip a t io n ,  and disguise. In the carnival 
atmosphere o f  the Holies Street Maternity Hospital, i t  is  ju s t  such a 
subs titu t ion  which causes the word qu ite  l i t e r a l l y  to  break out in the 
hospital waiting room. For, in  the midst o f the drunken goings-on, Nurse 
Call an enters in order to  speak to  the ju n io r  doctor, Dixon. Her 
presence causes a s ta r t l in g  change in  the behaviour o f the young 
students and th e i r  fr iends:
"The presence even fo r  a moment among a party o f debauchees o f a woman 
endued with every q u a l i ty  o f  modesty and not less severe than beautifu l 
re fra ined the humourous s a l l ie s  even o f the most l icen t io us  but her 
departure was the signal fo r  an outbreak o f  r ib a ld ry "  (U.332).
Nurse Call an enters, and the noise stops; as soon as she leaves 
the room, noise breaks out again: 'her departure was the signal fo r  an 
outbreak o f r ib a ld r y ' .  Laughter re turns, and with th a t laughter fo llows 
the mimicking by Lynch o f the nurse: "Lawksamercy, doctor, cried the 
young blood in the primrose vest, fe igning a womanish simper and with 
immodest squirmings o f  h is body, how you do tease a body" (U.332). Here,
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the act o f mimicry is  occasioned by absence, s p e c i f ic a l ly  the absence o f 
the female nurse, in order to  replace her with Lynch's version o f her. 
Not to  be confused with im ita t io n ,  Lynch's actions do not merely repeat 
those o f the nurse, but transform them, as the mask transforms Bloom and 
Stephen and the parodies o f th is  chapter transform the o r ig ina l prose 
s ty les . Her 'every q u a li ty  o f modesty' becomes something d i f fe re n t  when 
she leaves the room; they are rendered 'immodest squirmings o f the body' 
as Lynch 'fe igns a womanish simper'. The exaggeration and d is to r t io n  o f 
the female body depends upon the woman's absence, ju s t  as the utterance 
o f the word depends upon her leaving the room. However, in a turnaround 
from the previous ex trac t, the word th is  time p rec ip ita tes  the act o f 
su b s t itu t io n , ra ther than depending upon i t .  The c i r c u la r i t y  o f th is  
action renders the presence o f the nurse 's a fe ' ,  ra ther than threatening 
-  while she is  present, no-one speaks. Once she leaves, 'her departure 
was the s ig n a l ' ,  the subs titu t ion  o f her by Lynch's impersonation can 
take place. The th rea t o f her presence to  the existence o f the word is  
negated, contained w ith in  the control o f  the ca rn iva l.
However, the negation o f  the threatening presence o f the woman 
does not only take place through the carnival esque form o f 
impersonation. Ridiculed in the world o f  the ca rn iva l,  she is  idealized 
in the world o f social order. In an echo o f the word o f the Father, 
Stephen argues: "Mark me now. In woman's womb word is  made flesh but in 
the s p i r i t  o f  the maker a l l  f lesh tha t passes becomes the word tha t 
shall not pass away. This is  the postcreation" (U.320). In his quotation 
from Oohn (1:14), Stephen re fers  to  the impregnation o f  the V irg in  Mary 
by the Word o f God, the Word o f  the Father ( in c id e n ta l ! ly ,  through the 
ear -  re ca l l in g  Hamlet, and the poison poured through the ear o f
Hamlet's fa th e r ) .  Rendered ' f le s h '  which 'passes' with time, the word 
becomes a symbol which stands the te s t  o f  time, the word which 'sha ll 
not pass away'. The turn ing o f  the word in to  the symbol takes place 
through i t s  emergence from the woman's womb, a 'pregnancy without jo y ' 
as Stephen presents i t .  And ye t, fo r  Stephen, the word o f  the Father is
tro u b l in g ly  double; i t  is  the word o f the a r t i s t ,  but also the word o f
law. As a symbol, the word ex is ts  as a poetic medium, but i t  also
re in forces the law o f the church, the church Stephen re je c ts  when he 
leaves a t the end o f A P o r t r a i t .
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Oust as i t  presents then a seemingly ir re co n c ila b le  contrast fo r  
Stephen in th is  way, so too the word o f the Father, the 'word which 
shall not pass away1 presents two contrasting ' id e a l ize d ' views o f  women 
in order to  establish i t s  word as law: the V irg in  Mary, "our mighty 
mother and mother most venerable" (U.320), is  contrasted with Eve, " tha t 
other, our grandam" (U.320), who "sold us a l l ,  seed, breed and 
generation, fo r  a penny p ip in "  (U.320). In two contrasting 
representations o f mothers, Eve is  the sinner who ate o f the tree  o f 
l i f e ,  here debased to  a 'penny p ip in '  and likened to  a "thorntree" 
(U.320), which becomes a "bramblebush" (U.320), before the a r r iva l o f 
the second Eve, Mary, the "rose upon the rood o f  time" (U.320). These 
conventional images o f mothers, one good, the other bad, re in fo rce  the 
word o f  the Father as law, a law which Mina Purefoy, g iv ing  b i r th  to  her 
n inth ch i ld  elsewhere in the hosp ita l,  is  c le a r ly  obeying.
However, as the 'good' mother, Mina Purefoy is  also out o f 
s igh t,  the pregnant female body th a t is  acceptable, and yet at the same 
time unacceptable fo r  being unseen. In the social order, th is  body is  
rendered "A pregnancy without jo y . . . a  b ir th  w ithout pangs, a body 
w ithout blemish, a be lly  w ithout bigness" (U.321), as such 
unpleasantness is  wheeled away out o f our s ig h t.  In contrast to  th is ,  
the world o f the carnival restores a l l  o f  these, showing the 'bad' 
mother instead. In th is  way, i t  becomes c lear tha t the absent body o f 
the good mother, Mina Purefoy, provokes the presence o f  something else, 
i t  allows something else to  take her place, ju s t  as the absence o f Nurse 
Call an allowed Lynch to  impersonate her. For what we see in  her place is  
the 'bad' mother, the body o f  the grotesque mother:
" . . . t h e  recorded instances o f multi seminal, tw ik ind led and monstrous 
b ir th s  conceived during the catamenic period or o f  consanguineous 
parents -  in a word a l l  the cases o f human n a t iv i t y  which A r is to t le  has 
c la s s i f ie d  in h is masterpiece...The abnormalities o f  ha re l ip ,  breast 
mole, supernumerary d ig i t s ,  negro's in k le ,  strawberry mark and portwine 
s ta in  were alleged by one as a prima facie and natural hypothetical 
explanation o f those swineheaded (the case o f Madame Grissel Steevens 
was not forgotten) or doghaired in fan ts  occasionally b o rn . . . "  (U.335-6).
The dwelling on the negative aspects o f  b i r th  in  th is  ex trac t 
through physical defects elaborates on the process o f  degradation which 
Bakhtin argues is  the 'essence o f grotesque re a l ism ':  the ".. low ering  o f
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a l l  tha t is  high, s p i r i t u a l ,  ide a l,  abstract; i t  is  a tra ns fe r to  the 
material le v e l,  to  the sphere o f earth and body"17. The ide a liza t ion  o f 
the pregnant female body by the church is  debased here in to  the purely 
bodily aspects o f 'monstrous b i r t h s ' :  'abnormalities o f ha re lip ,
b reas tm o le .. . ' and so on, a long l i s t  o f  horror which undermines the 
concept mentioned o f 'human n a t i v i t y ' .  For these examples a l l  contain 
animal imagery: 'doghaired in fa n ts ' ,  'swineheaded', w ith unnatural
colouring, 'strawberry mark and portwine s ta in ' .  They are the product o f 
old wives' ta le s : "the most popular b e lie fs  o f the state o f pregnancy 
such as the forbidding to  a gravid woman to  step over a coun trys t i le  
le s t ,  by her movement, the navel cord should strangle her creature" 
(U.336). The word o f the Father is  turned upside down in the world o f 
the ca rn iva l,  to  become instead only the ta les  o f old women. However, 
the reversal o f  the natural order is  a l im ite d  d is ruption  o f the law o f 
the Father, as Natalie Zemon Davis notes:
"However diverse these uses o f sexual inversion, anthropologists 
generally agree th a t they, l ik e  other r i t e s  and ceremonies o f
reversa l, are u lt im a te ly  sources o f order and s ta b i l i t y  in a 
hierarch ica l socie ty. They can c la r i f y  the s truc ture  by the process o f 
reversing i t . . .T h e y  can provide an expression o f ,  and a safety valve 
fo r ,  c o n f l ic ts  w ith in  the system...They can renew the system, but they 
cannot change i t "  .
Davis notes the p o s s ib i l i ty  tha t turn ing things around in fa c t  
merely re in forces those very boundaries which are seemingly being 
challenged. Her contention th a t the reinforcement o f  borders, even 
through reversa l, ensures tha t the danger presented by woman in the
social order, where her presence must be negated in to  an absence, 
becomes merely a 'sa fe ty  valve' in  the ca rn iva l,  is  a pessimistic one. 
In sp ite  o f her b e l ie f  tha t the grotesque or "unruly" woman is  a 
"m u lt iva len t image"1 her view o f the carnival is  one which challenges 
Bakhtin and others who argue tha t "the grotesque involves a b lu rr in g  o f 
d is t in c t io n s ,  a continual change from one type in to  another, a r i o t  o f 
incomplete forms'1^ .  The crucia l question must then be proposed: is  the
grotesque mother merely the f l ip s id e ,  the reversal o f  the Christian
mother, the representation o f the social order? I f  so, is  there a form 
which can transgress such a re ve rsa l, t r u ly  'b lu r  d is t in c t io n s '?
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The moment Mina Purefoy gives b ir th  to  her son is  also a 
carnivalesque moment; l iken ing the womb to  'se rr ied  stormclouds1, and 
the moment the ch i ld  emerges from i t  to  a 'c lou dbu rs t ',  the grotesque 
presents what the social order ignores:
"But as before the l ig h tn in g  the serried stormclouds, heavy with 
preponderant excess o f moisture, in swollen masses tu rg id ly  distended, 
compass earth and sky in one vast slumber, impending above parched f ie ld  
and drowsy oxen and blighted growth o f shrub and verdure t i l l  in an 
ins tan t a f lash r ives  th e i r  centres and with the reverbration o f  the 
thunder the cloudburst pours i t s  to r re n t ,  so and not otherwise was the 
transformation, v io le n t and instantaneous, upon the utterance o f the 
word" (U.345).
The metaphor o f the pregnant body as i t  is  about to  give b ir th  
re l ie s  on the physical de ta i ls  which are missing from the Christian view 
o f the mother: 'heavy with preponderant excess', 'swollen masses' and so 
on, ju s t  before the waters break and b i r th  takes place, 'the cloudburst 
pours i t s  to r r e n t ' .  Not only does b i r th  take place l i t e r a l l y  through the 
emergence o f the Purefoys' n in th c h i ld ,  but also re -b i r th ,  o f  the 
'parched f i e l d '  and the 'drowsy oxen', the 'b l igh ted  growth o f shrub and 
verdure '. The 'reverberation o f  the thunder' almost l i t e r a l l y  releases 
the 'word' through sound, in an action 'v io le n t  and instantaneous'. Upon 
the 'u tterance ' o f  th is  word, the breaking o f  the waters and the b ir th  
o f the c h i ld ,  Stephen immediately c r ies  out:
"Burke's! o u tf l in g s  my lo rd  Stephen, g iv ing the c ry , and a tag and 
bobtail o f  a l l  them a f te r ,  cockerel, jackanapes, welsher, pi 11 doctor, 
punctual Bloom at heels with a universal grabbing at headgear..." 
(U.345).
As they a l l  rush out o f the waiting room, they are released in to  
the world outside, emerging from the womb o f the maternity hosp ita l.  And 
the world outside is  "impregnated with raindew moisture, l i f e  essence 
c e le s t ia l ,  g l is te n ing  on Dublin stone there under starshiny coelum" 
(U.345). The con trad ic tion  o f the end o f pregnancy g iv ing r is e  to  
another, 'impregnated with raindew m oisture ', gives a double meaning to 
th is  moment. Harking back to  the storm e a r l ie r  in  the chapter, 
" . . .b ig g is h  swollen clouds to  be seen as the n ight increased and the 
weatherwise poring up at them and some sheet l igh tn ings  at f i r s t  and
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a f te r ,  past ten o f the clock, one great stroke with a long thunder and 
in  a brace o f shakes a l l  scamper pellmell w ith in  door fo r  the smoking 
shower..." (U.324-5), i t  re ca lls  the moment o f impregnation and reminds 
us o f Joyce's in ten tion  o f s truc tu r ing  the chapter according to 
gestation: "This progression is  also linked back a t each part subtly 
w ith some foregoing episode o f the day and, besides th is ,  with the 
natural stages o f development in  the embryo and the periods o f faunal 
evolution in general" (20 March 19202^).  The period o f gestation and 
Joyce's chapter bear l i t t l e  re la t io n  to  each other22, but here they 
perform a c i rc u la r  function , the moment o f b i r th  re c a l l in g  the moment o f 
conception and vice versa.
This reca ll o f beginnings and endings re f le c ts  Stephen's
concerns with b i r th  and death which are voiced throughout the chapter.
The im p o ss ib i l i ty  o f separating the two is  re f lec ted  in  th is  moment, 
w ith the calm a f te r  the storm, evident in th is  image at the end, as the 
violence o f the b ir th  ' f la s h ' ,  ' t o r r e n t ' ,  'reverbera tion ' now l ie s  
'g l is te n in g ' ,  shining with 'raindew m oisture '. In contrast to  the 
disappearance o f the nurse which gave r is e  to  the word before, here i t  
is  the appearance o f the female body, in  a l l  i t s  carnival g lo ry , which 
returns the word to  the world, a body with which Bloom sympathizes: 
"Bloom stays with nurse a thought to  send a kind word to  happy mother 
and nurseling up th e re . . .a  glance o f motherwit helping, he whispers 
close in going: Madam, when comes the s to rkb ird  fo r  thee?" (U.345). He 
is  the only one o f the company present w ith the s e n s i t iv i t y ,  
'm otherw it ',  to  notice tha t the nurse too is  pregnant. His sympathetic 
fee lings take him fu r th e r  in the fo llow ing chapter, 'C irc e ',  when in  the 
ha lluc ina to ry  atmosphere o f the b ro the l, he trans fe rs  the state o f 
pregnancy onto himself:
" . . .H e  is  about to  have a baby...
BLOOM
0, I so want to  be a mother...
 Bloom embraces her t ig h t ly  and bears e ight yellow and white
c h i ld re n . . "  (U.403).
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Not only have bodily ba rr ie rs  come crashing down as the baby 
emerges from the mother's womb, separating from her, but sexual barrie rs  
are challenged as Bloom becomes "the new womanly man" (U.403). While 
th is  has been read as representative o f Boyce's view o f the a r t i s t  as 
androgynous2^, i t  is  also emblematic o f the d isruption  o f  boundaries 
which is  so cruc ia l to  Boyce's work as a whole. In d issolv ing bodily 
boundaries to  become a mother, Bloom, l i k e  Stephen, emphasizes the 
impossible l in k  with the mother; she is  the body from which we never 
escape, even while we are being born. A re-reading o f  Stephen's argument 
would maintain th a t the word is  made flesh ' in  woman's womb', but the 
'word which shall not pass away' is  also belonging o f the maternal body, 
fo r  the word cannot escape i t .  Bust as the catalogue o f 'monstrous 
b i r th s '  e a r l ie r  is  t ie d  to  the body o f the grotesque mother, so the word 
i t s e l f  remains maternal: 'impregnated with raindew m oisture '.
This apparent contrad ic tion o f belonging to ,  yet being expelled 
from, the maternal body goes beyond merely the condition o f the
grotesque mother. For in  Powers o f Horror, Bulia Kristeva introduces the 
concept o f the abject body, a concept which v isua lizes th is  
con trad ic tion  in terms o f 'repugnance' and ' fa s c in a t io n ':
"Food loathing is  perhaps the most elementary and most archaic form o f 
ab jection . When the eyes see or the l ip s  touch th a t skin on the
surface o f m i l k . . . I  experience a gagging sensation and s t i l l  fa r th e r
down, spasms in the stomach, the b e l ly ;  and a l l  the organs shrive l up 
the body, provoke tears and b i le ,  increase heartbeat, cause forehead 
and hands to  perspire. Along with s ight-c louding dizziness, nausea 
makes me balk a t th a t milk cream, separates me from the mother and 
fa the r who p ro f fe r  i t . . .D u r in g  th a t course in which ' I '  become, I give 
b ir th  to  myself amid the violence o f sobs, o f  v o m it . . . "  .
The creation o f  the s e l f ,  ' I ' ,  takes place through th is  
abjecting process, a process which combines the two contrad ictory 
elements, both the repugnance o f the 'gagging' sensation and the
fasc ination as the eyes are drawn, 's igh t-c loud ing  d izz iness '.  In common 
with the grotesque, the abject emphasizes the lower parts o f  the body, 
' s t i l l  fa r th e r down, spasms in  the stomach, the b e l ly ' ,  and the 
apertures o f the body -  body f lu id s  pour out 'provoke tears and b i l e ' ,  
in  the process o f expel!ation which echo Bakhtin 's p r iv i le g in g  o f the 
"apertures or the convexities, or the various ram ifica tions or
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offshoots"26 o f the maternal body. The necessity fo r  the subject to  go 
through th is  process in  order to  become a subject is  u lt im a te ly  what 
takes Kris teva 's  theory o f the abject beyond tha t o f the grotesque26.
The expelling from the maternal body finds a gruesome pa ra lle l 
in  the f igu re  o f Stephen's mother before her death, l in k in g  his thoughts 
o f b i r th  and death:
"A r ing  o f bay and skyline held a du ll green mass o f l iq u id .  A bowl o f 
white china had stood beside her deathbed holding the green sluggish 
b i le  which she had torn up from her ro t t in g  l i v e r  by f i t s  o f loud 
groaning vomiting" (U.5).
This memory is  occasioned by a "chance word" (U.344), an 
exchange in the Martello Tower between Stephen and Buck Mulligan who is  
gazing out to  sea: "Our mighty mother! Buck Mulligan said. He turned 
abruptly his grey searching eyes from the sea to  Stephen's face. The 
aunt th inks you k i l le d  your mother, he said. That's why she won't l e t  me 
have anything to  do with you" (U.5). The maternal sea which is  'mighty' 
is  also "snotgreen" (U.4), another expe lla tion  from the body. The 
painful physical nature o f his mother's i l ln e s s ,  the 'green sluggish 
b i le '  o f  the disease which is  k i l l i n g  her and which she expels from her 
body, is  something which haunts Stephen; i t  is  something he cannot 
disassociate from her: "Pain, th a t was not yet the pain o f  love, f re t te d  
his heart" (U.5; my underline). I t  is  Stephen's 'no t y e t '  which t ie s  him 
to  h is  mother's body, and which renders her ghostly:
"S i le n t ly ,  in  a dream she had come to  him a f te r  her death, her wasted 
body w ith in  i t s  loose brown gravedothes g iv ing o f f  an odour o f  wax and 
rosewood, her breath, tha t had bent upon him, mute, reproachfu l, a fa in t  
odour o f wetted ashes" (U.5).
This sense o f decay and death is  echoed la te r  in the 'Oxen' 
chapter where Stephen comments b i t t e r l y :  "The aged s is te rs  draw us in to  
l i f e :  we w a il,  batten, sport, c l i p ,  clasp, sunder, dwindle, d ie : over us 
dead they bend" (U.322), conjuring up the image o f Bakhtin 's 'pregnant 
hags', containing l i f e  and death in  one body:
" I t  is  pregnant death, a death tha t gives b i r th .  There is  nothing 
completed, nothing calm and stable in the bodies o f  these old hags. 
They combine a sen ile , decaying and deformed flesh with the flesh o f
86
new l i f e ,  conceived but as yet unformed. L ife  is  shown in  i t s  two-fo ld 
contrad ictory process; i t  is  the epitome o f incompleteness. And such 
is  precise ly the grotesque concept o f the body" .
As has already been mentioned, th is  body is  'incomplete1, i t  
knows no boundaries. Like the ab ject, the grotesque combines two bodies 
in one, tha t o f the 'o ld  hag', and th a t o f the yet-to-be-born c h i ld .  
Both concepts occupy the s im ila r  place o f the 'no t ye t '  or 'as yet 
unformed'. The maternal, present as grotesque in  the carnival in i t s
'incompleteness' becomes a moment o f t ra n s i t io n  between absence and
presence in i t s  'not ye t ' o f  the body. This t ra n s it io n a l state is  
pe rfec t ly  f igured by the image o f the ghost; the combination o f l i f e  and 
death which ex is ts  in  the 'o ld  hags' s im i la r ly  ex is ts  in  th is  image o f 
Stephen's mother, 'her breath bent over h im ', maintaining these 
contrad ictory notions in  her presence as a ghost. She is  almost 
m ateria l; Stephen smells the 'odour o f wax and rosewood', and fee ls the 
'breath o f wetted ashes'. What Kristeva emphasizes and Bakhtin does not 
however, is  the fee ling  o f repugnance involved; the pregnant hags are 
'decaying, s e n i le ' ,  but Bakhtin does not l in g e r  on how th is  makes us 
fe e l .  I t  is  Stephen's fee ling , expressed through his almost tangib le 
re la t ionsh ip  with h is mother, which, l i k e  the nausea caused by the skin 
on the surface o f m ilk , and the nausea he fee ls  at h is own mother's 
vomit, causes his in a b i l i t y  to  separate from her. 'Not y e t '  gone from 
her, th is  image is  repeated only a few pages la te r ,  almost word fo r  
word, becoming a part o f Stephen's Hamlet theory:
"Her glazing eyes, s tar ing out o f  death, to  shake and bend my soul. On
me alone. The ghostcandle to  l i g h t  her agony. Ghostly l i g h t  on the 
to rtu red  face" (U.9),
Whereas the ghost o f Hamlet's fa ther comes to  accuse his w ife , 
the ghost o f Stephen's mother comes to  accuse her son: "No mother! Let 
me be and le t  me l i v e ! "  (U.9). The l in k  with the past ex is ts  in  the 
present and the fu tu re : " . . . s o  through the ghost o f the unquiet fa ther 
the image o f  the un liv ing  son looks fo r th "  (U.160). The ghost o f the 
mother w i l l  not ' l e t  him l i v e ' ,  w i l l  not l e t  him pass through the 
present to  the fu tu re . Stephen's concern with time m irrors th is  problem: 
"There can be no re c o n c i l ia t io n ,  Stephen said, i f  there has not been a
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sundering" (U.160), and i t  is  ju s t  such a 'sundering' which he is  unable 
to  achieve with h is mother:
"But thou hast suckled me with a b i t t e r  m ilk : my moon and my sun thou 
hast quenched fo r  ever. And thou hast l e f t  me alone fo r  ever in the dark 
ways o f my b it te rness : and with a kiss o f ashes has thou kissed my 
mouth" (U.322).
Although Stephen does not name his mother here in  th is
conversation with Dixon in the hospital waiting room, i t  is  c lear to  us
from the re p e t i t io n  o f 'ashes', the smell o f his mother's breath which 
denoted death and with which he associates a k iss , in whose deathly 
embrace he is  s t i l l  held. The abject mother o f K ris teva 's  theory can be 
detected here in th is  process o f 'sundering and re c o n c i l ia t io n ' ,  the 
mother who ex is ts  in  the 'not y e t '  o f  Stephen's 'pain which is  not yet 
the pain o f lo v e '.  Like the m ilk o f K ris teva 's  ab ject, th is  mother's 
m ilk is  ' b i t t e r ' ,  repulsive to  tas te , demanding to  be expelled from the
body, vomited up from the b e l ly .  The 'no t ye t ' o f  food being ingested
in to  the body becomes the 'no longer' o f the bodily  f lu id s  expelled from 
th a t body, in the same way tha t the c h i ld ,  the no t-ye t, is  expelled from 
the body, to  become the 'no lon ge r '.  As 'no t y e t ' ,  Stephen is  held in 
'the  dark ways o f my b it te rn e s s ',  the "tenebrosity  o f  the in te r io r "  
(U.322) tha t he speaks o f a f te r  h is reference to  h is mother's 'k iss  o f 
ashes'. This 'p re - '  stage o f the 'no t y e t '  in which Stephen is  caught,
po
is  h is state as the 'embryonic a r t i s t '  , looking to  develop from b ir th  
to  growth, from the "nights o f p re n a t iv i ty "  (U.322), through l i f e  and to  
death: "And as the ends and ultimates o f a l l  th ings accord in some mean 
and measure with th e i r  inceptions and o r ig in a ls ,  th a t same m u l t ip l i c i t  
concordance which leads fo r th  growth from b ir th  accomplishing by a 
re trogressive metamorphosis th a t minishing and ab la tion towards the 
f i n a l . . . "  (U.322). As the 'embryonic a r t i s t '  looking fo r  th is  process o f 
development, Stephen's in a b i l i t y  to  separate from his mother prevents 
him from a tta in ing  the word o f  the a r t i s t ,  as opposed to  the word o f the 
Father, the language o f the social order. Like the ch i ld  in  the womb, 
Stephen is  'no t y e t '  a subject, an a r t i s t ,  but ra ther a 'su b je c t- to -b e ',  
a 'sub ject ca lled in to  c r i s i s ' 29.
As a 'sub ject in c r i s i s ' ,  a h ighly appropriate descrip tion o f
8 8
Stephen, the subject-to-be, he searches throughout Ulysses fo r  the 
a r t i s t i c  autonomy he o r ig in a l ly  l e f t  Ireland (and by association, his 
mother) fo r  at the end o f A P o r t r a i t . But, ca lled back to  Ireland by the 
word o f  his fa the r, the telegram t e l l i n g  him his mother is  dying 
("Nother dying come home fa ther" U.353^ ) ,  he has returned to  the mother 
he i n i t i a l l y  t r ie d  to  re je c t  by leaving. Attempting to  re je c t  her once 
again, h is refusal to  pray fo r  her a t her deathbed has merely re inforced 
his t ie s  to  her, t ie s  he must once more t r y  to  sever. Stephen is  in 
c r is is  as he cannot leave his mother and become autonomous.
At the b ir th  o f Mina Purefoy's c h i ld ,  words are propelled from 
the maternal body, in  a chaotic and sudden rush o f language. The
confusion o f th is  rush o f language has created the impression o f 
meaninglessness. This is  a moment which has been described variously as 
"an abortion"3^, and " I t  is  as i f  h is tou r o f the s t y l i s t i c  museum had 
ended with a re je c t io n  o f  s ty le  -  and hence o f l i te ra tu re  -
a ltogether"3^. However, bearing in  mind the t i e  with the mother, we can 
begin to  detect a shape, a form. The skin on the surface o f the milk
which gave r is e  to  the v io le n t fee lings o f  nausea, re pe ll ing  yet
fasc inating a t the same time, is  s im i la r ly  a material substance which is  
connected with the maternal body, repe l!an t in  i t s  'b i t te rn e s s 1, yet 
a t t ra c t iv e  too, as the 'm ilk  o f  human k in ' :
"Drink, man, an udderful! Mother's m ilk , Purefoy, the m ilk o f  human k in , 
m ilk too o f those burgeoning stars overhead r u t i la n t  in th in  rainvapour, 
punch m ilk , such as those r io te rs  w i l l  quaff in  th e i r  guzzling den, milk 
o f madness, the honeymilk o f Canaan's land. Thy cow's dug was tough, 
what? Ay, but her m ilk is  hot and sweet and fa t te n in g . No dollop th is  
but th ick  r ic h  bonnyclaber. To her, old p a tr ia rch !"  (U.346).
The invocation o f the 'oxen' o f the chapter t i t l e ,  and the oxen 
which we remember as slaughtered in the Odyssey, provide those rushing 
out o f  the waiting room with a cheer to  ra ise a dr ink to :  'D rink, man, 
an u d de r fu l ',  ' the cow's dug was tough, what', mixing fa ther and mother 
in ' to  her, old p a t r ia r c h ! ' .  At Stephen's cry o f 'B u rke 's ',  the name of 
a pub, they rush o f f  fo r  a celebration d r ink , no doubt meant to  coincide 
with the moment the new-born Purefoy is  suckled by his mother, hence the 
dual im plica tion  o f th e i r  dr ink ing m ilk . On the 'utterance o f  the word' 
and the b ir th  o f  the c h i ld ,  the m ilk which was b i t t e r  to  Stephen becomes
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'ho t and sweet and fa t te n in g 1. Drunk on the milk o f the mother, "too 
f u l l  fo r  words" (U.347), th is  is  not the language o f excess, or merely a 
mix o f meaningless words, ra ther i t  is  the language o f  the sub jec t- in -  
process. Tied to  the mother's body, a not-yet subject, Stephen f l in g s  
out one word, the name o f the pub, 'B u rke 's ',  as he emerges from the 
waiting room. Expelled from the mother's body, he is  ready to  begin his 
journey fo r  a r t i s t i c  autonomy, but only once he has become 'reconciled ' 
with the 'sundering' which precedes his odyssey.
Rather than read then the grotesque mother as merely the 
f l ip s id e  o f the mother o f the social order, turn ing th a t order upside 
down only to  re in fo rce  i t  again, i t  would seem to  be more f r u i t f u l  to  
read i t  through the body o f the abject mother. Like the seemingly 
unstoppable flow o f words at the end, so the maternal body is  endless, 
d isso lv ing boundaries and d isrupting  frames which threaten to imprison. 
Such a reading o f the body makes a celebration o f the jumble o f  words at 
the end o f th is  chapter, as i t  makes a necessity o f Stephen's 
reconcilement with the mother he has been forced to  re je c t .  Instead o f 
Stephen the a r t i s t  seeking the au tho rity  o f the word o f the Father, he 
is  the 'embryonic a r t i s t ' ,  asking his mother to  t e l l  him a s to ry : "Tell 
me the word, mother...the word known to  a l l  men" (U.474).
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"ONE THOUSAND AND ONE STORIES, ALL TOLD, OF THE SAME__
ALP, MEMORY AND MYTH IN FINNEGANS WAKE
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"In myth, things lose the memory that they once were made"1
* * * * *
The closing jumble o f language a t the end o f 'Oxen o f the Sun' 
has often been regarded as a fo re taste  o f the l in g u is t ic  excesses of 
Finnegans Wake^. The re la t ionsh ip  between such language and the maternal 
body is  essential to  the development o f the a r t i s t  in th a t chapter, and 
to  his s to ry te l l in g  a b i l i t i e s .  Here, i t  is  the s to ry te l l in g  a b i l i t ie s  of 
the mother he rse lf ,  ALP, tha t I wish to  focus on, and the place which 
they occupy w ith in  Finnegans Wake as a whole.
The l in g u is t ic  complexity o f the Wake i t s e l f  creates a context 
fo r  the complexities o f what I consider to  be ALP's s to ry te l l in g  voice. 
Represented through the forms o f the monologue and the le t t e r ,  I argue 
tha t the voicing o f ALP's s to r ies  depends upon a series o f 
displacements, from the public to  the p r iva te , from the w rit te n  to  the 
spoken, dust as the le t t e r  is  a w r i t te n ,  visual form, so too in her 
id e n t i f ic a t io n  with i t ,  ALP is  rendered v isua l,  a female body which 
t e l l s  a s to ry . Such an association is  a p a r t ic u la r ly  problematic one, as 
th is  id e n t i f ic a to ry  process rests upon unstable and representational 
aspects. Rendered visual through the body, ALP's voice is  a 
contrad ictory one, open to  view and yet buried from s igh t at the same 
time.
Invoking mythical o r ig ins  in  her m u lt ip le  aspects, ALP he rse lf  
stresses the f ic t io n a l  nature o f her voice, and the bringing to  the 
surface o f her past experiences, reca lled both by others as well as 
he rse lf, renders the narra tive  exponent o f the Wake s im i la r ly  
con trad ic tory. As her memories straddle the l in e  between remembering and 
fo rg e tt in g , ALP's place in the Wake is  always one o f  negotiation between 
con tinu ity  and change. Her voice embodies the c o n f l ic t  o f  reading the 
Wake i t s e l f  as i t  operates a strategy o f resistance to  i t s  a l l-e n g u lf in g  
powers. ALP's remembering is  a voice to  be heard above the roar o f  the
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waves o f the Wake as she fades out to  sea, a reminder o f f ic t io n a l  
sources amongst the 'mistridden dump' o f language o f which she too is  a 
pa rt.
"A ll w r ite rs  are concerned with memory, since a l l  w r i t in g  is  a 
remembrance o f things past; a l l  w r ite rs  draw on the past, mine i t  
as a quarry. Memory is  especia lly  important to  anyone who cares 
about change, fo r  fo rge tt ing  dooms us to  r e p e t i t i o n . . . " 3
According to  both statements quoted above, the f i r s t  from Roland 
Barthes, the second from Gayle Greene, the contrad ictory nature o f the 
status o f s to ry te l l in g  plays on a tension between remembering and 
fo rg e t t in g ,  a play on the loss o f  memory and the need to  'mine i t  as a 
qua rry '.  Myth ' fo rg e ts ' i t s  sources to  ensure i t s  existence, while 
w r ite rs  'draw on the p a s t ',  estab lish ing themselves as s to ry te l le rs  in 
the process. The attempt o f th is  chapter to  place ALP, the mother- 
f igu re  o f Finnegans Waket between remembering and fo rg e t t in g ,  is  thus an 
attempt to place her between myth amd memory. For ALP is  one who both 
remembers, and t e l l s  s to r ies . The attempt to  reconcile such apparently 
opposing notions in  th is  ambivalent pos ition ing o f  ALP is  also an 
attempt to  reconcile  the tensions o f  remembering and fo rg e tt in g  embodied 
in  the Wake i t s e l f .
ALP, or Anna Li via P lurabelle , is  the w ife o f the central 
character o f the Wake. HCE, or Humphrey Chimpden Earwicker, to  give her 
ju s t  one o f her many names. Not only her names, but her ro les are 
p lu ra l :  she is  the mother o f the tw in sons, Shem and Shaun, and daughter 
Issy; she is  also the r iv e r  L i f fe y ,  flowing through the c i t y  o f Dublin; 
and she is  the wife o f  an innkeeper and defender o f  h is good character 
while a l l  around are accusing him. Occupying ro les la rge ly  in re la t io n  
to  others, to  her ch ild ren , to  the c i t y ,  and to  her husband, her re a l-  
l i f e  pos it ion appears to  be as secure as her narra tive  pos it ion ; her 
fam ily  need her as th e i r  wife and mother, and the 'p lo t '  needs her to 
c lear HCE o f h is 'c r im e ',  a crime which remains obscure to  us. However, 
the s ta b i l i t y  o f  her ro les can be put in to  question by the very nature
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o f i t s  dependency. The obscurity o f HCE's crime, which ALP is  ca lled 
upon to admonish through a le t t e r ,  becomes an in t r in s ic  part o f  her own 
status. Having w r it te n  a le t t e r  which supposedly defends her husband, a 
great deal o f the Wake i t s e l f  centres not only on investiga ting  the 
contents o f th is  le t t e r ,  but most importantly , where i t  can be found:
"About tha t o r ig in a l hen. Midwinter ( fru u r or kuur?) was in the o ff in g  
and Premver a promise o f a p r i l  when, as k ischabrigies sang l i f e ' s  old 
sahatsong, an iceclad shiverer, merest o f bantlings observed a cold fowl 
behaviourising strangely on th a t fa ta l midden or chip factory or 
comical bottomed copsjute (dump fo r  short) afterwards changed in to  the 
orangery when in  the course o f  deeper demolition unexpectedly one 
bushman's holiday i t s  limon threw up a few spontaneous fragments o f 
orangepeel, the la s t  remains o f  an outdoor meal by some unknown 
sunseeker or placehider i l l ic o  way back in h is mi stridden past" 
(FW.110,22-31).
Oust as w rite rs  search th e i r  memories fo r  s to r ie s , so the hen 
excavates the dump fo r  a s im ila r  kind o f debris. ALP's valued le t te r  is  
being searched fo r  in  the place where i t  is  presumed to  reside: ' th a t  
fa ta l midden', the 'dump' o f various b r ic -a -b rac . Mixing with what has 
been thrown away 'the la s t  remains o f an outdoor meal', and what is  no 
longer in  use 'orangepeel', in to  a chaos o f 'spontaneous fragments', the 
dump precludes the p o s s ib i l i ty  o f any kind o f orderly  investiga tion  - 
the hen looking fo r  the le t te r  is  described he rse lf 'behaviourising 
s trange ly '.  The dump's 'mistridden past' y ie lds  'a few spontaneous 
fragments o f orangepeel' which are deposited there by unknown and 
shadowy f igu res , 'some unknown sunseeker or p laceh ider '. The obscurity 
o f i t s  o r ig ins  re s u lt in g ly  lends the le t t e r  a muddied q u a l i ty ;  the 
excavation process is  a hazardous one, sorting  the waste o f the dump 
from i t s  valuable possessions. Like the source o f HCE's sin in Phoenix 
Park invo lv ing three men and two women, the source o f  the le t t e r  
defending him then is  equally doubtful -  the 'p lacehider' with a 
'mistridden past' is  anxious to  fo rge t, as much as the dump is  anxious 
to  obscure.
The desire to  obscure, suppressing the presence o f the le t t e r  
and the t ru th  o f HCE's f a l l ,  can be seen as metaphor fo r  the Wake as a 
whole, i t s  n ight language forming an impenetrable cover over day-time 
events, as Ooyce himself indicated in  a le t t e r  to  H arr ie t Shaw Weaver:
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"One great part o f every human existence is  passed in  a state which 
cannot be rendered sensible by the use o f  wideawake language, cutanfcDdry 
grammar and goahead p lo t"^ .  A lluding to  Adam and Eve through the mention 
o f ' th a t  o r ig ina l hen' and the ' fa ta l  midden', the mythical implications 
o f the dump are suggested in the very f i r s t  l in e  o f the Wake i t s e l f :  
" r ive rru n , past Eve and Adam's" (FW.1,1). Like a l l  good s to r ies , i t  
begins at the beginning, even i f  in  mid-sentence, emphasizing the quest 
fo r  sources, fo r  a coherent meaning beneath the d e tr i tu s  o f language. 
Like memory too, hoarding the fragments o f the past u n t i l  they are mined 
and placed in to  some kind o f ordered pattern fo r  the world to 
understand, the dump has the a b i l i t y  to  provide i t s  own story -  mythical 
a llus ions are as t e l l in g  as pieces o f orangepeel in providing us with 
answers. And ye t, l ik e  memory, l i k e  the Wake, such fragments are 
dubious, they do not t e l l  the whole s to ry . The p o s s ib i l i t y  o f gaps in 
the s to ry , o f omissions in  the act o f  remembering, leaves myth as 
treacherous as memory, emphasizing the f ic t io n a l  nature o f i t s  
excavation.
The occupation o f the hen, scrabbling in  the dump fo r  a piece o f 
paper, is  one which is  metaphorically re-enacted la te r  in the Wake, as 
ALP is  described searching her sack fo r  presents fo r  her ch ild ren . The 
gossip o f the two washerwomen by the banks o f the L i f fe y  describes her 
handing out her g i f t s :
" . . .s h e 'd  neb in  her culdee sacco o f wabbash she raabed and reach out 
her maundy meerschaundize, poor souvenir as per r ico rde r and a l l  fo r  
sore aringarung, s tinkers and heelers, laggards and primelads, her 
furzeborn sons and dribblederry daughters, a thousand and one o f them, 
and wickerpotluck fo r  each o f them. For e v i l  and ever" ( FW.210,1-6).
ALP's g i f t s  are memories -  'poor souvenir' (French fo r  ' to  
remember'), 'per r ic o rd e r ' ( I t a l ia n  fo r  'as a keepsake'), 'aringarung' 
(German fo r  'remembrance')^ -  passed on to  her 'furzeborn sons and 
dribbledeery daughters'. The 'meerschaundize' she pu lls  from her 'culdee 
sacco o f  wabbash' are a l l  ' f o r  e v i l  and eve r '.  Like the contents o f  the 
dump, her bag is  disordered, f u l l  o f 'wabbash'/rubbish and washing, and 
the m u l t ip l ic i t y  o f her g i f t s  - 'a thousand and one o f  them' - re ca lls  
Scheherazade, the female s to ry te l le r  who delays her own death by t e l l in g
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ta les  fo r  1001 nights (a reference which runs throughout the Wake as a 
whole). Such a reference, found in the midst o f  her baggage, makes the 
important l in k  between g i f t s  and s to r ies  which the mythical q u a li ty  o f 
th is  exercise advocates. For not only are there m u lt ip le  memories to be 
handed out, but there are m u lt ip le  s to r ies  to  be 'mined1 fo r  reference 
here. The 'w ickerpotluck ' o f her action ( 'p o t lu c k 1 is  ne ither bad nor 
good, but merely chance; pot, o f  course, re in forces the sense o f the 
sack as a conta iner), and i t s  consequences ' f o r  e v i l  and ever' have a 
source in the mythical f igu re  o f Pandora, "the f i r s t  woman (who) 
represents . .d iv in e  re tr ibu t ion "® . Pandora, the woman created by Zeus as 
'the  b i t t e r  g i f t  o f  a l l  the gods', embodies in her very name the 
ambivalence o f her purpose. Made on the orders o f Zeus in  response to  
the stea ling o f f i r e  from the gods by Prometheus, Pandora's box is  
l inked in t r in s ic a l l y  to  e v i l ,  in order to  take revenge on "mortal man". 
According to Marina Warner, the Greek poet Hesiod re la tes her name "a l l  
g i f t s " ,  e x p l ic i t l y  to  e v i l ,  "...Pandora 's actions bring about 
d isa s te r"7, a prospect echoed in  ALP's, 'For e v i l  and eve r '.
Like the act o f th e f t  which brought about Pandora's creation in 
the f i r s t  place, there is  a p o s s ib i l i t y  th a t ALP's 'meerschaundize' too 
may not be her own, with 'she'd neb' ( fo r  'nab ') and 'she raabed' ( fo r  
'robbed '), both meaning o f course, to  s te a l.  As Adaline Glasheen notes: 
"Pandora's box is  the mail-sack-envelope tha t Anna Li via borrows from 
Shaun-the-Post. I t  is  also the le t t e r  from Boston, Mass. As gatherer and 
d is t r ib u to r  o f g i f t s ,  Anna Li via is  also the hen, Biddy Doran, whose 
name comes from the Greek 'doron' (g i f t ) "® .  The ambivalence which is  
contained w ith in  both the myth o f  Pandora and the action o f  ALP in terms 
o f  good and bad elements, also ex is ts  in the p o s s ib i l i t y  o f stolen 
presents from a borrowed bag -  th e i r  sources are unre liab le  in  every 
respect.
Such u n r e l ia b i l i t y  associated with ALP's memories is  s im i la r ly  
associated with others ' memories o f  her. The opening up o f ALP's 
mail sack/Pandora's box corresponds with the exploring o f ALP's sexual 
past by the gossipy washerwomen at the banks o f the L i f fe y ,  and in 
response to  spec if ic  demands about the sexual past o f ALP - "Dell me 
where, the fa i r y  ferse tim e!" (FW.203,16) -  one o f the washerwomen
describes an encounter between the young Anna Li via and "a local 
heremite, Michael Arklow" (FW.203,18). The descrip tion o f  th is  encounter 
takes the form o f an e ro t ic  voyeurism, echoing the ambivalence o f what 
is  to  be found in ALP's s to r ie s /g i f t s  to  her ch ild ren . For th is  is  an 
encounter which betrays the dark side to  the s to r ies  which are being 
passed on:
" . . .o s o  sweet and so cool and so limber she looked, Nance the N ixie, 
Nanon L'Escaut, in the s ilence, o f the sycomores, a l l  l is te n in g ,  the 
k ind ling  curves you simply ca n 't  stop fee ling , he plunged both o f his 
newly anointed hands, the core o f  h is cushlas, in her singimari saffron 
strumans o f h a ir ,  parting them and soothing her and mingling i t ,  tha t 
was deepdark and ample l ik e  th is  red bog at sundown.." (FW.203,20-6).
The poetic , ly r ic a l  q u a l i ty  o f th is  descrip tion , echoed in the 
a l l i t e r a t io n  o f the passage - 'Nance the N ix ie 1, 's ingimari saffron 
strumans', 'k in d l in g  curves you simply c a n 't '  -  to  the physical 
descrip tion o f her ha ir invoking ancient colours and materia ls, 
's a f f ro n ' ,  romanticizes th is  encounter and places i t  almost on a 
mythical le v e l.  References to the goddess Daphne, ' daphdaph' and to 
Laura, the ob ject o f Petrarch's sonnets, emphasize th is  aspect while at 
the same time implying a woman pursued, which the description "vierge 
v io le t ia n "  (FW.203,29) also contributes to .  However, her pursuer is  
credited less with chasing Anna Li via than she is  with in v i t in g  the 
chase, "her enamelled eyes indergoading him" (FW.203,28), as Michael 
Arklow, tempted by the visual appeal o f Anna Li v ia ,  'she looked', finds 
he cannot refuse: "he cuddle not help himself" (FW.203,32-3).
These h in ts  o f a darker side threaten to  d is rup t the romantic 
p ic tu re  o f th e i r  encounter; the use o f 'v io la t io n '  in  'v io le t ia n ' ,  with 
the 'k in d l in g  curves you simply ca n 't  stop fe e l in g ' suggest the 
p o s s ib i l i ty  o f sexual violence, and o f a re la t io n  between a stolen 
memory and a stolen experience. The descrip tion 'he plunged' re ca lls  
some more v io le n t moments in  ALP's past experiences described by the 
washerwomen e a r l ie r ,  "who offon he jumpnad her" (FW.202,26), and is  
emphasized as they go even fu r th e r  back in to  ALP's childhood, re c a l l in g  
when she was l icked  by a dog while "poing her pee" (FW.204,12).
In th is  early  story o f her budding sexua lity , the troub ling  image
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o f the mythical v io la t io n  o f Leda by Zeus-as-swan appears here: "And ere 
tha t again, leada, la ida , a l l  unraidy, too fa in t  to  buoy the fa i r ie s t
r id e r ,  too f r a i l  to  f l i r t  with a cygnet's plume" ( FW:204,9-11). Although
the myth o f th is  early  encounter is  endowed with what appears to  be 
ALP's po int o f view, 'a l l  un ra idy ',  'too f a i n t ' ,  describing her 
fee lings , such a po int o f  view is  forgotten in the la te r  experience with 
Michael Arklow, where ALP's fee lings are not mentioned. Here, only her 
appearance is  focused on, an appearance exc it ing  hj_s emotions: 'k in d lin g  
curves you simply ca n 't  stop fe e l in g ' .  The im p lica tion  here is  tha t
where she was too young before to  lead him on 'leada, la ida , a l l  
un ra idy ', th is  time she is  old enough to  encourage him.
Through re c a l l in g  th is  experience o f ALP's, Book 1.8 mines myth 
as well as memory, as i t  emphasizes the a c c e s s ib i l i ty  and 
a p p ro p r ia b i l i ty  o f such s to r ies  through th e i r  r e - te l l in g .  Here, th is
chapter r e - te l l s  the story o f Eve's temptation by Satan who is  disguised 
as a swan or angel. As swan he pa rt ic ipa tes  in  the Leda myth; as angel 
he is  figured as the archangel Michael who "brought f e r t i l i t y  to  the 
cast out Adam and Eve", and Father Michael is  the seduced/seducer o f 
Anna L iv ia^ . This moment o f ALP's sexual 'awakening', coalesced through 
watery images o f the dog l ic k in g  her as she urinates and Michael Arklow, 
tha t "riverend name" ( FW.203,18-19), plunging h is  hands 'newly anointed' 
in a form o f e ro t ic  baptism, in to  the streams o f her h a ir ,  brings 
together three o f ALP's mythical fore-mothers: Eve, Leda and Pandora. 
A ll three are ambiguous f igu res , as a l l  three have dark sides to  th e ir  
s to r ie s .  All three leave g i f t s  o f  e v i l  and death, ju s t  as ALP does 'For 
e v i l  and ever' -  Leda's ch ildren are said to  have been responsible fo r  
the Trojan w a r^  -  and th is  darkness is  re f lec ted  in  the im plica tions o f  
sexual v io la t io n  in ALP's encounters.
These implications are carr ied fu r th e r  through textual 
associations w ith in  the Wake i t s e l f ,  where the a p p ro p r ia b i l i ty  o f such 
s to r ies  is  exemplified in the recounting o f the a lte rn a t ive  mythical 
ta le  o f Eve's seduction by Satan. The story o f ALP and Michael as 
angel/swan omits to  mention the o ffsp r ing  which resulted from th is  
union, a seven-headed to r to is e  ca lled  "Mata". In Book IV, as the dreamer 
is  waking up1^, " In to  the wikeawades warld from sleep we are passing"
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(FW.608,34), the image o f th is  creature comes in to  focus:
"With Mata and a f te r  please with Matamaru and a f te r  please stop with 
Matamaruluka and a f te r  stop do please with Matamaru!ukajoni" ( FW.609,6- 
8).
The la s t  word here contains a l l  the names o f  the four New
Testament w r i te rs ,  Matthew, Mark, Luke and Oohn, the ' fo u r  old men' o f
the Wake, and the passage i t s e l f  echoes the words o f the lec tu re r 
towards the end o f his examination o f ALP's le t t e r  e a r l ie r  in  Book 1.4:
"These paper wounds, four in type, were gradually and co rre c t ly  to  mean 
stop, please stop, do please stop, and 0 do please stop re s p e c t iv e ly . . . "  
(FW.124,3-5)
The textual s im i la r i t ie s ,  which would suggest th a t the
le c tu re r 's  and the dreamer's voices are one and the same, would also
suggest a s im i la r i t y  in  content. The l in k  between Mata, o ffsp r ing  o f Eve 
and Satan/ALP and Michael (only by association - there is  no suggestion 
o f ch ildren born from ALP's encounter), and the 'paper wounds' o f the 
le t t e r ,  suggests a darker side to  the le t t e r  a ltogether, as does the
re p e t i t io n  and build-up o f 's top , please s to p '.  I t  would appear tha t the
sexual encounter between ALP and Michael, known to  the gossiping
washerwomen, omits certa in  d e ta i ls  only to  be found la te r .  The gossipy 
women's 'memory' o f ALP's experience ' fo rg e ts ' to  mention what may
possibly be included in  the le t t e r  i t s e l f ,  according to  the words o f  the 
le c tu re r  above. Such omissions in the women's r e - te l l in g  o f  th is  story 
re in force a sense o f memory as unre liab le , tha t " fa r  from being a 
trustworthy transcribe r o f r e a l i t y ,  i t  is  a shaper and shape s h i f te r  
th a t takes l ib e r t ie s  with the past as a r t fu l  and ly in g  as any taken by 
the creative w r i te r " ^ 2. The h in ts  o f 'v io le t ia n '  threaten to  expose as 
i l lu s io n  the romance o f ALP's experience, in sp ite  o f the women's
attempts to  obscure certa in  d e ta i ls .  'Taking l ib e r t ie s  with the past' 
creates a s to ry , as Michael Arklow's taking l ib e r t ie s  with ALP s im i la r ly
creates a story which, as shown above, runs through the whole o f the
Wake. The voices o f the washerwomen themselves s im i la r ly  take such
l ib e r t ie s  in th e i r  desire to  t e l l  ta le s .
The interchange between the two women takes a va r ie ty  o f forms,
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from question and answer: "What plan? Tell me quick and dongu so
c ro u ld ! . . .W e l l , she bergened a zakbag" (FW.206,8-9) to  a lte rnate
exclamations: " I  ca n 't  t e l l  you how !...0  but you must, you must re a l ly ! "
(FW.206,14-16), and, p a r t ic u la r ly  important, repeating others' words:
"Everyone tha t saw her said the dowce l i t t l e  de li a looked a b i t  queer" 
(FW.208.29-30). Such re p e t i t io n  o f o thers ' words should a le r t  us to  the 
p o s s ib i l i t y ,  not o f exact t ra n s c r ip t io n ,  but o f something fo rgotten, and 
thus a lte red:
"She sid herse lf she hardly knows whuon the annals her g rave lle r  was, a 
dynast o f Le inster, a wolf o f the sea, or what he did or how b ly th  she 
played or how, when, why, where and who offon he jumpnad her and how i t  
was gave her away" (FW.202,23-26).
The gossipy women, whose concern is  the r iv e r  they stand beside, 
Anna Li v ia , provide a h ighly se lec tive  kind o f h is to ry  o f her 
themselves, with th e i r  emphasis on sexual re la t ion s  and marriage in  'how 
i t  was gave her away'. In sp ite  o f  th e i r  repeated emphasis on another's 
words, th is  is  an uncertain h is to ry ,  with vague and indeterminate
characters and events, 'how, when, why, where and who?', which depend 
upon the word o f an absent subject, 'She sid h e r s e l f . . . ' .  Things become 
even more uncertain when we pass from such reported speech to  s to ry­
te l l i n g :  "She was ju s t  a young th in  pale s o ft  shy slim s l ip  o f  a th ing 
then, sauntering, by si 1vamoonlake and he was a heavy trudging lurching 
l ie a b ro a d .. . "  (FW.202,26-9). Is th is  a continuation o f  what 'she s id ' ,  
or is  th is  the voice o f one o f  the washerwomen? Their speech becomes a 
dialogue, an exchange o f  information between the two women, the v a l id i t y  
o f th e i r  statements asserted time and time again: " Is  tha t a fa ith ?
That's the fa c t"  (FW.199,33).
Whether i t  is  one woman who "does a l l  the t e l l i n g " ^  is
debatable here, fo r  the overlapping o f  voices a t the banks o f the r iv e r  
creates a confusion o f  sound, making i t  impossible to  discern one from 
the other: "Go away! Poor deef old deary! Yare only teasing! Anna Liv? 
As chalk is  my judge! And d id n ' t  she up in sorgues and go and t r o t
doon..." (FW.200,15-17). Such an in a b i l i t y  to  t e l l  the women's voices 
apart re su lts  in an in a b i l i t y  to  re ly  upon a stable voice here. The only 
s ta b i l i t y  in th e i r  voices comes not from id e n t i fy in g  one washerwoman as
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separate from the other, but in id e n t i fy in g  th e i r  speech practices as 
s te reo typ ica l ly  feminine, as well as masculine, as they themselves do: 
" ..every  t e l l in g  has a ta l in g  and th a t 's  the he and the she o f i t "  
(FW.213,12). The public  t r a i t s  o f  th e i r  gossipy voices which are usually 
associated with women (Joyce ca lled  th is  a "chatter ing dialogue across 
the r iv e r  by two washerwomen who as n ight f a l l s  become a tree and a 
s to n e "^ ) ,  begin to  combine elements t r a d i t io n a l ly  associated with the 
masculinized speech o f rh e to r ic .  Their voices become a u th o r ita t ive : 
"Throw the cobwebs from your eyes, woman, and spread your washing 
proper!" ( FW.214,16-17), combative: "W ill you hold your peace and l is te n  
well to  what I am going to  say now?" (FW.207,30-1), and id e n t i f ic a to ry :  
"Describe her!" (FW.207,21). Emphasizing exchange, both eye and ear - 
they demand to  hear ALP as well as see her with "Make my hear i t  gurgle 
gurgle, l ik e  the fa res t gargle gargle in  the dusky d irg le  dargle" 
(FW,206,16-18) -  pa rt ic ip a te  in  the dual nature o f th is  chapter.
However, even though the masculine and feminine elements o f 
th e i r  speech are reconciled through stereotyping, rendered safe and not 
as p o te n t ia l ly  d is rup tive  as they might have been, the sexual 
ambivalence in th e i r  speech patterns m irrors the women's f in a l  
transformation in to  tree and stone, and re ca l ls  a mythical ambivalence 
which is  not so eas ily  id e n t i f ia b le .  As the washerwomen change in to  Shem 
and Shaun, tree  and stone, at the end o f  the chapter, th e i r  voices begin 
to  fade and they demand:
"Ho, ta lk  save us! My foos won't moos. I feel as old as yonder elm. A
ta le  to ld  o f Shaun or Shem? A ll Li v ia 's  daughtersons. Dark hawks hear
us. Night! Night! My ho head h a l ls .  I feel as heavy as yonder stone. 
Tell me o f John or Shaun? Who were Shem and Shaun the l iv in g  sons or 
daughters of? Night now! Tell me, t e l l  me, t e l l  me, elm! Night n ight! 
Tel metal e o f stem or stone. Beside the r iv e r in g  waters o f,  
h itherandth ithering  waters o f .  N ight!" ( FW.215,34-216,5).
Not receiv ing any reply to  h e r / th e ir  questions -  th e i r  voices 
are becoming more and more ind is t ingu ishab le  as they fade in to  darkness 
o f n ight -  they repeatedly ask the same th ing : who is  the ta le  about, 'A
ta le  to ld  o f Shaun or Shem...Tell me o f John or Shaun?', and what is
th e i r  id e n t i ty ,  'Who were Shem and Shaun the l iv in g  sons or daughters 
o f ' ,  as th e i r  id e n t i ty  is  confused, sexually ambivalent, 'daughtersons'.
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Although the tree  or stone was associated m yth ica lly  w ith the goddess 
f igu re  through her f e r t i l i t y  aspect, due to  the association o f the 
feminine with nature^5, the transformation o f the washerwomen here is  
not so much l i f e - g iv in g  or rejuvenating as moving towards death: ' I  feel 
as old as yonder e lm . . . I  feel as heavy as yonder stone1. Ready to  wither 
w ith age or sink in to  the earth, they delay th is  moment with pleas fo r 
the s to r ies  to  continue, re ca l l in g  the delay o f Scheherazade with the 
Arabian Nights, as 'N ight! N ig h t ! . . .N ig h t  now!...N ight n ig h t ! . . .N ig h t ! ' 
becomes th e i r  re f ra in .  L ife  and death are associated m yth ica lly  also 
with these symbols o f the goddess, through the watery darkness o f the 
womb: 'Beside the r iv e r in g  waters o f . . . N ig h t ! ' .  Like Eve, Pandora and 
Leda, f igures o f  th is  chapter, the f in a l  id e n t i t ie s  o f  the old women are 
ambiguous; they are pos it ive  as well as negative, feminine as well as 
masculine, bringing l i f e  as well as death.
Such watery associations are inev itab le  as the women stand
beside the r iv e r  L i f fe y ,  and ALP's id e n t i f ic a t io n  with the r iv e r  appears
a stable one, in contrast to  the m u lt ip le  layers o f id e n t i f ic a t io n  o f
the old women. Represented through the p ro l i fe ra t io n  o f r iv e rs '  names 
throughout th is  chapter, as in  the ex trac t above - 'S id ' ,  'Huon', 
'G ra ve l ly ' ,  ' O f in ' ,  'Jum p '^  -  ALP is  reproduced countless times: "they 
did well to  re ch r is t ie n  her Pluhurabelle" (FW.201,35). Not only 
reproduced by the washerwomen through the re p e t i t io n  o f what she is  
supposed to have said, she is  also reproduced through her symbol as 
r iv e r :
" I f  you don 't l i k e  my story get out o f  the punt. Well, have i t  your own 
way, so. Here, s i t  down and do as you're b id. Take my stroke and bend to 
your bow. Forward in and pu ll your overthepoise! Lisp i t  slaney and 
c r isp  i t  qu ie t.  Deel me longsome. Tongue your time now. Breathe the t 
deep. Thouat's the fairway" (FW.206,21-6).
The names o f  r ive rs  abound here as usual, with 'Bow', 'S laney',
'D ee l',  'T h e t ',  'Thouet'. As r iv e r ,  ALP helps to  keep the gossip flowing 
in sp ite  o f the protests o f one washerwoman at being hurried along, 
'Deel me longsome'. The l in k  between her name, Anna Li v ia , and the r iv e r  
L i f fe y  ex is ts  not ju s t  through her surname however, but also through her 
f i r s t  name, Anna, which is  not only l inked by Joyce "with I r is h  words
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fo r  water", but also emphasizes her status as "everygoddess": " i f  you 
need a simple, a l l - in c lu s iv e  name fo r  the Great Goddess, Anna is  the 
best choice"1'7. Further, the goddess f ig u re  is  not only l inked to  water 
i t s e l f ,  but also to  what f lo a ts  on water, to  a boat, as references in 
th is  ex trac t ind ica te : 'out o f the pu n t ',  'bend your bow', 'p u l l  you 
overthepoise1. The boat is  l inked to  the 'great goddess' f ig u re , as "a 
means o f transport, whether boat or c h a r io t . . .o r  the t ra v e l l in g  moon, 
( i t )  is  a universal symbol o f the feminine p r in c ip le " ,  and as in the 
ex trac t above, the goddess f igu re  can be both boat and water at the same 
time: "The Great M o ther.. . is  also the sea i t s e l f " 1®.
Linked through the watery associations o f her name, ALP's 
id e n t i f ic a t io n  with a boat becomes even more sp e c if ic  as the old women 
describe her dressing:
"F i r s t  she le t  her ha ir  fa l and down i t  flussed to  her fee t i t s  te v io ts  
winding c o i ls .  Then, mothernaked, she sampood he rse lf  w ith galawater and 
fraguant p is tan ia  mud, wupper and lauar, from crown to  sole. Next she 
greesed the groove o f  her k e e l . . "  ( FW.206,29-32).
Here, the keel o f a ship and the River Greese, ind ica ting  the 
dual elements o f boat and water, emphasize tha t ALP, l i k e  the old women, 
is  s im i la r ly  open to  mythical appropria tion. The emphasis on her body 
'mothernaked', with detailed descrip tion o f her ha ir  f a l l in g  down 
'flussed to  her f e e t ' ,  with i t s  ' te v io ts  winding c o i l s ' ,  and the 
elements she uses to  clean he rse lf  w ith , render her f u l l y  exposed l ik e  
an open vessel1^, her body on show before the gaze o f the washerwomen. 
Not only open to  appropriation through mythical symbols, or to  others' 
delving in to  her past, ALP is  also open to  the gaze.
As her ch ildren in the 'Nightlessons' chapter la te r  in  the Wake 
l i f t  th e i r  mother's dress and gaze upon her g e n ita l ia ,  they too render 
ALP 'open', open th is  time to  the gaze in  much the same way as the old 
women's s to r ies  rendered the young Anna Li via open to  the gaze o f 
Michael Arklow:
"Now (lens your dappled yeye here, mine's presbyoperian, s h i l l  and w a ll)  
we see the copyngink strayedline AL ( in  F ig .,  the fo res t)  from being 
continued, stops a i t  Lambday: Modder i lond  there too. Allow me anchore! 
I bring down noth and carry awe. Now, then, take th is  in ! One o f the
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most murmurable loose ca ro l la r ie s  ever E l l i s  threw his cookingclass. 
With 01 a f as centrum and O la f's  lambtail fo r  his spokesman circumscript 
a cyclone. Allow te r !  Hoop! As round as the c a l f  o f  an egg! 0, dear me. 
0, dear me now! Another grand d iscobe ly .. . "  (FW.293,23-294,13).
They l i f t  up her s k i r ts  and peer fo r  a closer look, 'lens your 
dappled yeye here1, with a ' len s ' to  help them inspect her more c lose ly . 
The emphasis on exposure runs throughout th is  ex trac t:  'presbyoperian', 
'we see', 'take th is  i n ' ,  'another grand d iscobe ly ', as her shape is  
described: '01a f as centrum', 'c ircum scrip t a cyclone', 'hoop', 'round 
as the c a l f  o f an egg' and so on. ALP's shape is  c i rc u la r  and vessel- 
l i k e ,  both to  the gaze o f the ch ildren and to  the gaze o f the reader, as 
the re p e t i t io n  o f  the le t te r  'O' as she is  being described renders her 
open to  us as well as to  them. And yet in  th is  midst o f th is  exposure, 
in  the middle o f a l l  th is  c i r c u la r i t y ,  there is  a 's tra ye d lin e ' which is  
•stopped'. The ' fo re s t '  o f her pubic ha ir  leads to  where the gaze should 
re s t ,  'Modder i lond there too. Allow me anchore!', a fo re s t indicated by 
the 'copyngink s tra ye d l in e ',  and 'anchore' emphasizing her body as open 
vessel once more. The use o f 'copyngink', with i t s  in timations o f 
'copy ing ', takes place in the drawing o f a diagram o f ALP on the 
previous page, two concentric c irc le s  with a l in e  drawn across the 
middle to  jo in  up and form a t r ia n g le ,  or de lta , o f the pubic region. 
ALP's body is  being copied, not ju s t  through the drawing o f her in  the 
form o f a diagram, but also through the le t te rs  on the page; her body, 
open and exposed, is  open to  appropriation by others, ju s t  as her 
personal h is to ry  was. And ju s t  l i k e  her personal h is to ry ,  her body also 
contains omissions: "A is  fo r  Anna l ik e  L is  fo r  L iv . . . th e  copyngink 
strayed l in e  AL" (FW.293,27-294,3), as the f in a l  le t t e r  o f  her name is  
excluded. The le t t e r  ' p ' can only e x is t  w ith in  other words, part o f 
'dappled' and 'presbyoperian'; i t  never appears standing on i t s  own. The 
omission o f the le t t e r  constitu tes a forgetfu lness in  the midst o f 
exposure.
This double aspect o f the woman as open, o f being exposed and 
ye t forgotten or obscured at the same time, is  prec ise ly  the view taken 
by the lec tu re r  who examines another ' l e t t e r '  o f  ALP's:
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"Has any fe l lo w . . .e v e r  looked s u f f ic ie n t ly  longly at a qu ite  
everydaylooking stamped addressed envelope? Admittedly i t  is  an outer 
husk: i t s  fa c e . . . is  i t s  fortune: i t  exh ib its  only the c i v i l  or m i l i ta ry  
c lo th ing o f whatever passionpallid nudity or plaguepurple nakedness may 
happen to  tuck i t s e l f  under i t s  f la p "  (FW.109,1-12).
Before the questioner (also id e n t i f ie d  sometimes as a lec tu re r 
or c r i t i c )  can even begin to  ascertain an id e n t i ty  from the contents o f 
the le t t e r ,  he must check the presence o f something else: he must f i r s t  
examine the envelope, the container o f the le t t e r .  Anxious to  establish 
the v a l id i t y  o f such an inves tiga tion , he argues tha t although 
'Admittedly i t  is  an outer husk: i t s  fa c e . . . is  i t s  fo r tu n e ',  a study o f 
the form, in th is  case represented not ju s t  by the le t t e r  but also the 
envelope (the le t t e r  alone does not cons titu te  content fo r  the 
le c tu re r ) ,  is  no less valuable in ascertaining the id e n t i ty  o f the 
author, than a perusal o f i t s  contents would be. The form is  ju s t  as 
capable o f  t e l l i n g  a story , with i t s  p o s s ib i l i t ie s  fo r  embellishment and 
decoration, "capable o f being stretched, f i l l e d  out" (FW.109,27), 
appealing to  the senses, " f u l l  o f  local colour and personal perfume" 
( FW.109,25-6). I f  the content is  obscured, then the form is  the 
reve la tion , and the status o f the le t t e r  matches the status o f  a woman's 
body, visualized here through the metaphorical opposition o f c lo th ing 
and nakedness; ' c i v i l  or m i l i ta r y  c lo th in g ' is  played o f f  against 
'passionpallid  nudity or plaguepurple nakedness'. For th is  opposition 
becomes more e x p l ic i t l y  associated with female c lo th ing , covering female 
nakedness:
" ...s tra igh taw ay to  run o f f  and v is ion  her plump and p la in  in  her 
natural a ltogether, p re ferr ing  to  close his b linkhard 's  eyes to  the 
eth iquethical fa c t  tha t she was, a f te r  a l l ,  wearing fo r  the space o f 
time being some d e f in i te  a r t ic le s  o f evolutionary c lo th in g . . . "  
(FW.109,19-23).
The le c tu re r  likens the a tten tion  to  content a t the expense o f 
form to  keeping one's eyes open only to  the imaginings o f a naked body 
which cannot be seen, tha t which paradoxically is  not open to  the eye, 
'run o f f  and v is ion h e r ' ,  while c losing one's eyes to  what can be seen, 
the c lo th ing , the form, 'the equ ithe tica l f a c t ' .  The feminization o f 
th is  analogy through c lo th ing is  t e l l i n g  in  i t s e l f ;  i t  records a
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movement from the e a r l ie r  analogy o f the masculine envelope with i t s  
'm i l i ta r y  c lo th in g ' covering an unattrac tive  'plaguepurple nakedness', 
to the more feminine associations o f 'plump and p la in '  and 'natural 
a l to g e th e r '.  The motive fo r  such a change would appear to  be the
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association between the feminine and e la b o ra t io n ^ ;  i t  is ,  
in te re s t in g ly ,  the form as female which becomes "suggestive, too, o f so 
very much" (FW.109,26-7), a female body to  be ' f i l l e d  ou t' by the 
s u f f ic ie n t ly  long looks o f 'any fe l lo w ' .
The a lte rn a t ive  between female nakedness and female c lo th ing ,
between obscurity and reve la t ion , is  fu r the r developed as the lec tu re r
asks: "Who in his heart doubts e ith e r  tha t the facts  o f feminine
c lo th ie r in g  are there a l l  the time or tha t the feminine f ic t io n ,
stranger than the fac ts , is  there also a t the same time, only a l i t t l e
to  the rere?" (FW.109,30-33). Recognizing the co-existence o f meaning
and form, however, does not prevent him p r iv i le g in g  one over the other -
both are there, only one is  'a l i t t l e  to  the re re ' ,  to  re s u l t  in a "game
21o f hide-and-seek between the meaning and the form which defines myth" . 
The fem inization o f th is  mythical 'game' through the analogy o f c lo th ing 
and nakedness emphasizes th is  exchange in  another way. I ts  double nature 
is  noted by Marina Warner in her study, Monuments and Maidens, where the 
general depiction in Medieval iconography o f 'T ru th ' as a 'clothed 
V irg in ' is  contrasted with the more ancient associations o f t ru th  as a 
naked body:
"The wholly naked human body, carry ing with i t  m u lt ip le  meanings o f 
nature, in te g r i ty  and completeness, transmitted by the a l legorica l 
t r a d i t io n ,  generated a person if ica tion  o f t ru th  as a female form, 
often e n t ire ly  naked, because Truth has nothing to  hide and can never 
be less than whole" .
This contrad ictory h is to r ic a l  representation o f  Truth as e ith e r 
clothed or unclothed and always female -  e ith e r V irg in ,  or with 'nothing 
to h ide' -  is  re f lec ted  in  the le c tu re r 's  statements. Form, represented 
by c lo th ing , is  t ru th ,  i t  is  fa c tu a l,  'the facts  o f feminine 
c lo th ie r in g ' .  However, i t  is  also 'suggestive ', open to  'being 
stretched, f i l l e d  o u t ' ,  a 'feminine f i c t i o n ' ,  re f le c t in g  the d u p l ic i ty  
of myth i t s e l f ,  in  i t s  factual and f i c t i v e  im p lica tions. Gust as meaning
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and form cannot escape each other but e x is t  interdependent!y, playing a 
game o f 'hide-and-seek' as in  the meaning o f the form, the 'naked t r u th '  
tha t Warner speaks o f above, so fa c t  and f ic t io n  re ly  upon each other, 
even when separated. One ' i s  there also at the same t im e ',  while each 
are 'considered in turn  apart from each o th e r ' .  Their condition too is  a 
contrad ictory one i t  seems.
The use o f such a clothing/nakedness analogy returns us to  the 
opening hymn o f Book 1.5 to  Anna Li via as Eve, and the mythical 
association with the F a l l :  "Annah the A llm az ifu l,  the E verliv ing , the 
Bringer o f P lu ra b i l i t ie s "  (FW.104,1-2), in  a hymnal chorus with echoes 
o f the Koran and the Lord's Prayer, "haloed be her eve" (FW.104,2). The 
wearing o f c lothes, p rec ip ita ted by Eve's eating o f  the apple and the 
discovery o f nakedness, symbolizes the loss o f paradise, and l in ks  us to  
the purpose o f the le t t e r  w r it te n  by ALP: to exonerate her husband 
accused o f committing some sin in  Phoenix Park. References to  Eve run 
throughout th is  chapter from the opening hymn noted above through 
references to  ' th a t  o r ig ina l hen' on discovery o f  the le t t e r ,  and so on. 
More oblique references however, are contained in  the mention o f Eve's 
son, Cain, and the eating o f the apple, "the arbutus f r u i t f lo w e r le a f  o f 
the ca inapp le ..."  (FW.121,10-11), and in  the liken ing  o f the le t t e r 's  
w r i t in g  s ty le  to  the serpent in  the garden o f Eden, cause o f Adam and 
Eve's banishment: " th a t strange exotic  serpentine, since so properly
banished from our scripture...seems to  uncoil s p i ra l ly  and swell 
la c e r t in e la z i ly  before our eyes under pressure o f the w r i te r 's  hand..." 
(FW.121,20-25). This likeness fu r th e r  emphasizes the l in k  betweeen the 
visual q u a l i ty  o f  the le t t e r ,  'before our eyes', and the image o f Eve. 
E a r l ie r  in the chapter, the le c tu re r  comments on the ominous moment when 
"Biddy Doran looked at l i te ra tu r e "  (FW.112,27), echoing the moment Eve 
consumed the apple and acquired knowledge.
Linking ALP's handwriting s ty le  to  the image o f the serpent 
uncoiling i t s e l f  from around the Tree o f L i fe ,  has fu r th e r  implications 
in  re la t io n  to  her depiction as Eve. Eve's name is  "Hebrew ' l i f e '  or 
'mother o f a l l  l i v i n g . '  Thus she is  t ie d  to  the Anna L i f fey, fo r  Life  is  
the e a r l ie s t  form o f the r iv e r  L i f fe y .  Some derive 'Eve' from the Aramic 
word fo r  'serpent"' (my emphasis)^. Glasheen records tha t "In  some
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legends, Eve was the mother o f Cain by Satan; in  other legends, Cain and 
Abel were Satan's sons"2^. The connection between Cain and Satan can be 
in fe rred  from Joyce's 'ca inapp le ', the f r u i t  Eve is  seduced by Satan 
in to  eating, and the son produced from th is  seduction. The association 
with Eve as Satan/serpent also belongs to  such other legends, and is  
exemplified in  the Wake through the id e n t i f ic a t io n  o f ALP's handwriting 
with the "exotic  serpentine" s ty le ,  demonstrating Joyce's probable 
acquaintance with such s to r ies .
Such a lte rn a t ive  legends concerning Eve as serpent are numerous, 
made over and over again2^, and h is to r ic a l ly ,  the depiction o f th is  
aspect o f Eve is  h igh ly ambiguous: "While the serpent often appears to 
be tempting Eve e ro t ic a l ly ,  Satan was eventually to  appear in European 
paintings as the serpent with Eve's head on i t " ,  even though the serpent 
was la rge ly  regarded as p h a l l ic :  "the serpent became the f e r t i l i z i n g  
pha llus"2^. The passage above also ind icates the p h a l l ic  nature o f th is  
s ty le :  i t  'u n co i ls '  and 'sw e lls ' when 'under pressure o f  the w r i te r 's  
hand1. The h is to r ic a l  appropriation o f Eve through p ic to r ia l iz a t io n ,  
from unwitting dupe to de v il ish  in s t ig a to r ,  is  u lt im a te ly  a p o l i t ic a l  
gesture on behalf o f a Church eager to  apportion her a la rger share o f 
the blame in the F a l l ,  thereby expressing i t s  disapproving a tt itu d e  
toward human sexua lity27. However, i t  is  also a general depiction which 
renders Eve sexually ambiguous: she is  a t once female temptress o f Adam 
and male tempter, the phallus-as-serpent, tempting he rse lf .  The double
ro le  she plays need not simply attach greater blame, i t  can also
destab il ize  sexual id e n t i ty .
The appropriation o f ALP's voice as le t t e r  then with 'strange 
exotic  serpentine' s ty le  s im i la r ly  operates a double ro le .  Id e n t if ie d  
with the serpent also, as i t  'unco ils  la z i l y  before our eyes under 
pressure o f  the w r i te r 's  hand', her voice becomes both the w r i t in g  s ty le  
to  be scru tin ized and ALP he rse lf,  'the w r i te r 's  hand'. The analysis o f 
ALP's s ty le  would then seem to  throw up the same kind o f ambiguous 
id e n t i f ic a t io n  tha t is  a l l  but forgotten in  the le c tu re r 's  analysis o f 
her le t t e r .
In her study o f Woolf, Conrad and Forster e n t i t le d  The
Appropriated Voice, Bette Loudon uses the image o f  a polygraph as an
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instrument which "makes voice accessible to  s igh t,  and consequently, 
something one can 're a d '"2®. The v isu a liza t io n  o f ALP's voice as le t t e r  
s im i la r ly  renders i t  'something one can ' r e a d '1, although the 
"p o s it iv e ly  grotesquely d is to rted  macromass o f a l l  sorts" (FW.111,28-9), 
which the dump has turned the le t t e r  in to ,  makes i t  d i f f i c u l t  to read 
properly. Hence there is  a need to  look more c lose ly , sc ru tin ize  more 
in te n t ly :  "the fa r th e r  back we manage to  wiggle the more we need the 
loan o f  a lens to  see as much as the hen saw" (FW.112,1-2). From such a 
distance, ALP appears small, "She may be a mere marcel la ,  a midget 
madgetcy, Misthress o f Arths" (FW.112,28-9), but assertions can be made 
nonetheless: "We note the paper with her jo t t y  young watermark"
(FW.112,31-2), u n t i l  in ten tion  is  established: "But how many o f her 
readers re a lize  tha t she is  not out to  d izz ledazz le .. .? "  (FW.112,36- 
113,2). The borrowing o f the ' le n s ' has succeeded in  establish ing a 
great deal, c e r t i fy in g  what may have been in doubt. As another visual 
instrument, i t  can be trusted ju s t  as the polygraph was - both l e t  us 
see when someone is  t e l l i n g  the t ru th ,  or when someone is  ly in g .
As the le c tu re r  continues his inves tiga tion , lens in  hand, he 
goes on to make a pos it ive  id e n t i f ic a t io n  o f ALP through the te x t ,  
" . . .e ve ry  word, le t t e r ,  penstroke, paperspace is  a perfec t signature o f 
i t s  own?" (FW.115,7-8). Despite warning against the ove r- in te rp re ta t ive  
tendencies o f psychoanalysis with i t s  sexual emphasis, "we g r is ly  old 
Sykos who have done our unsmiling b i t  on 'a l ic e s ,  when they were yung 
and eas ily  freudened" ( FW.115,21-23), th is  is  precise ly the kind o f 
assessment he goes on to  give himself:
"who thus at a l l  th is  marvelling but w i l l  press on ho tly  to  see the 
vau lting feminine l ib id o  o f those interbranching ogham sex upandinsweeps 
s te rn ly  con tro lled and eas ily  repersuaded by the uniform 
matteroffactness o f  a meandering male f i s t ? "  (FW.123,7-10).
The id e n t i f ic a t io n  o f the sexua lity  o f  the le t te r -w r i  te r  as 
feminine, 'va u lt in g  feminine l i b i d o ' ,  becomes diagrammatic i f  we 
re c o l le c t  the image o f the polygraph with i t s  jumps as a l i e  is  to ld ,  
'v a u l t in g ' ,  and i t s  smooth l in e s  ind ica ting  the t ru th .  Such a 
co rre la t ion  p r iv i leges  the association o f the feminine with what is  not 
true , over what is  tru e , a development from the le c tu re r 's  e a r l ie r
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emphasis on the co-existence o f fa c t  and f i c t io n .  Here, the 'meandering 
male f i s t '  suggests a smoother l in e ,  i t s  'uniform matteroffactness' 
hiding tha t important l i t t l e  word ' f a c t ' .  No longer ' to  the re re ' ,  ALP's 
'feminine f ic t io n s '  have been brought to  the fore through a 
v isua liza t ion  o f her sexua lity , not th is  time through c lo th ing , but 
through the leaps o f a recorded voice. Such leaps only in te n s ify  the 
' t r u th '  o f th is  id e n t i f ic a to ry  process; i r o n ic a l ly ,  the marks o f f i c t io n  
representing the feminine do not ra ise doubts.
However, a small note o f discord is  in evidence. The signature 
o f the le t t e r  appears ostensib ly to  be HCE's, d isrupting an 
id e n t i f ic a t io n  o f i t  as ALP's, much to  the exasperation o f  the le c tu re r :  
"the overcautelousness o f the masterbilker here, as usual, signing the 
page away" (FW.111,20-1). However, the le c tu re r  argues, such a 
recognizable s ign, "The s ta in , and tha t a teasta in " ( FW.111,20) is  not 
enough to  establish the id e n t i ty  o f the le t te r -w r i  te r  as such. On the 
contrary, i t  points to  qu ite the opposite o f  what i t  appears to  be -  not 
the signature o f a man, but o f a woman: "marked i t  o f f  on the spout o f 
the moment as a genuine re lique  o f ancient I r is h  pleasant pottery o f 
tha t ly d ia l ik e  languishing c la s s . . . "  (FW.111,21-3). Id e n t i f ie d  as 
feminine, ' l y d ia l ik e  languishing' re c a l l in g  Sheridan's Lydia Languish in
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his play The R iva ls , a woman who "wrote le t te rs  to  he rse lf"  , we do not 
see the le t te r  i t s e l f ,  we only hear the lec tu re r  speak about i t .  What 
appears before us is  not the le t t e r  i t s e l f ;  instead we have the
subs titu t ion  o f the le t te r -w r i  t e r 's  voice, v isualized as a le t t e r  fo r  us 
by the le c tu re r .  Gust as ALP's sexua lity  is  represented by her w r it in g  
s ty le ,  so her id e n t i ty  is  established by what she has w r i t te n .  The
le c tu re r  gives teasing glimpses as to  i t s  contents, "don 't  fo rge t" 
(FW.111,15), "how are you" (FW.111,16), and discusses i t s  beginnings, 
"Dear whom i t  proceded to  mention" (FW.111,10-11) ^ 9 the inclusion o f a 
"pee ess" (FW.111,18) and "four crosskisses" ( FW.111,17), and so on. The 
visual q u a l i ty  o f th is  passage is  essentia l, as we see how ALP's "PS"
was w rit te n  -  the p o s s ib i l i t ie s  o f reproducing an exact copy o f the
le t te r  e x is t  in i t s  visual d is t inc t iveness , and thereby ensure i t s  
v a l id i t y .  Because we can see how i t  was w r it te n , we can believe what 
ac tua lly  was w r it te n ;  we take th is  as ALP's voice, we can take the
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le c tu re r 's  word fo r  i t .  The ambiguous q u a lity  o f the le t t e r ,  the 
struggle between the male signature and the female signs, is  'fo rg o tte n ' 
by the lec tu re r in his pos it ive  id e n t i f ic a t io n  o f them. Forgetting the 
ambivalence o f Eve's id e n t i ty  through a s im ila r  process, his view is  
secure.
In th is  respect then, we too are asked to  ' fo rg e t '  th a t the 
le c tu re r 's  examination constitu tes a double representation: the
representation o f the le t te r  through th is  analysis is  a representation 
o f a le t te r -w r i  te r .  However, when we reach the ' r e a l '  le t t e r  in Book IV, 
i t s  textual presence reminds o f  the representative nature o f  what 
appears e a r l ie r  in 1.5. I ts  presence makes us remember.
The ' r e a l '  le t t e r  o f Book IV establishes i t s  au the n t ic ity  in a 
number o f ways: as a public defence o f HCE, as a declaration w rit te n  in 
the f i r s t  person, and as a self-conscious te x t ,  with inclusions o f 
aspects omitted by the le c tu re r 's  representation. As a tes t im on ia l, a 
public defence o f her husband, ALP's le t t e r  re ca lls  h is  good deeds: "the 
man what never put a dramn in the swags but m ilk from a national cowse" 
(FW.615,26-7), h is a ttractiveness to  women: "His real devotes"
(FW.616,15) with a reminder to  attend his funera l: "Don't fo rge t! The 
grand fooneral w i l l  now sho rtly  occur. Remember" (FW.617,25-6). Trying 
to  rouse him from his slumber, "Well, th is  ought to  weke him to  make up" 
(FW.617,17-18), she increases his s ta ture : "His giantstand o f
manunknown" (FW.616,30-1). I t  is  precise ly to  restore the 'known' 
q u a l i t ie s  o f HCE to th is  'manunknown' th a t she has chosen to  speak in 
his defence. Her plea not to  fo rget h is funera l, h is death, is
simultaneously a plea not to  fo rge t h is  l i f e ,  h is  existence, "the 
herewaker o f our hamefame is  h is real namesame" (FW.619,12-13), as she
reminds everyone not only o f h is 'rea l name', but also o f what he was:
"e rect, confident and heroic" (FW.619,14). Waking him up, restoring  him 
to l i f e ,  involves reminding others not to  fo rge t.
The public  status o f the le t t e r  involves consigning priva te  
memories to  a c o l le c t iv e  h is to ry .  ALP does not only give an account o f 
HCE's public l i f e ,  "F ir s t  he was a skulksman at one time and then 
Cloon's f i re d  him through gu ff"  (FW.616,21-2), but she also gives a view 
o f th e i r  p r iva te  l i f e  together: "When he woke up in  a sweat besidus i t
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was to  pardon him, goldylocks, me having an a i r th ,  but he daydreamsed we 
had a lo v e ly t  face fo r  a pulltomine" (FW.615,22-4). Even th is  however 
contains public aspects, 'pu lltom ine ' ind ica ting  the performance o f 
pantomime.
Including such ta les which were omitted in  the le c tu re r 's  
version grants the le t t e r  an a i r  o f a u th e n t ic ity ,  o f g iv ing a f u l le r  
p ic tu re , not only o f HCE and ALP's l i f e  together but also o f the 
id e n t i ty  o f the le t te r - w r i te r  h e rse lf .  A fte r a l l ,  the f i r s t  time we hear 
ALP say ' I '  is  in  the c losing stages o f her le t t e r :  "Well, here's 
le t te r in g  you erronymously anent other c le r ic a l  fands a ll ieged herewith. 
I wisht I wast be tha t dumb tyke and he'd wish i t  was me yonther heel" 
(FW.617,30-3). Containing self-conscious elements, ' le t te r in g  you ', as 
well as a f i r s t  person voice, i t  emphasizes those formal aspects omitted 
from the e a r l ie r  version, and which here s ig n ify  a move in the le t te r  
i t s e l f  from the 'we' which has dominated the le t t e r  from the beginning. 
However, the im plica tion  o f anonymity, 'erronymously'/anonymously, with 
the le t t e r ,  as well as the p o s s ib i l i t y  o f e r ro r ,  c o n f l ic ts  with a sense 
o f au the n tic ity  in i t s  h in ts o f 'a l l ie g e d ' .  This coincides with the 
e a r l ie r  p r iva te  memory with i t s  h in t  o f  f i c t i o n a l i t y  and nursery rhymes 
o f 'go ldy locks ',  and 'daydreamsed'. As Patrick McCarthy argues, the 
le t t e r  both includes and omits ce rta in  aspects o f the e a r l ie r  version; 
fo r  instance, the exclusion o f the fou r kisses mentioned in 1.5 "helps 
to  change the tone o f the le t t e r  from one o f intimacy to  the public 
le t t e r  in defense o f Earwicker tha t i t  becomes in Book I V " ^ . Other 
omissions include most importantly i t s  place o f  o r ig in  -  the " transh ip t 
from Boston (Mass.)" (FW.111,9-10) is  missing -  and stress the 
displacement o f a p r iva te  form in to  a public  place. T ra d it io n a l ly  a form 
associated with the priva te  realm o f women in  a domestic space^2, the 
le t t e r  is  rendered public through such omissions and inc lus ions, where a 
personal memory becomes a public  performance.
Such a displacement m irrors th a t  o f the move from the 'genuine 
re l iq u e ' o f the le t t e r  i t s e l f  to  a representation o f  i t  as the lec tu re r 
examines i t .  We ' fo r g e t ' ,  or ra the r, i t  has been omitted from the te x t 's  
own memory, th a t the o r ig ina l "Revered Le tte r"  o f ALP which now appears 
at the end o f the Wake as a whole was o r ig in a l ly  placed in  1.5 to  fo llow
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on from the le c tu re r 's  examination. Excavation o f other sources reveals 
i t s  displacement to  Book IV, where i t  operates as a textual reminder o f 
what l ie s  in 1 . 5^ .  sUch a textual reminder o f what has gone before 
turns out to  be predicated upon a contextual fo rg e t t in g ,  a displacement 
from the scene o f w r i t in g  in 1.5 to  the close o f IV. Removed from the 
dump, i t s  f ic t io n a l  source, the le t t e r  now resides in the f in a l  chapter, 
where we are presented with ALP's voice d i re c t ly ,  through her le t t e r  and 
her monologue.
The le t t e r  ends as the monologue begins, and appears to  flow 
s tra ig h t on, carrying the public nature o f the le t t e r  in i t s  opening 
address: "Soft morning, c i t y ! "  (FW.619,20). Addressing the c i t y  through 
which ALP, as r iv e r ,  flows, she greets th a t most public  o f places, and 
her opening words are in accordance with her le t t e r  with "Rise up, man 
o f  the hooths, you have s lept so long !" (FW.619,25-6), in  an echo o f her 
e a r l ie r  attempts to  waken him. His achievements s t i l l  e x is t ,  "But 
the re 's  a great poet in  you, too" (FW.619,31-2), which is  a l l  the more 
reason tha t her f in a l  words should be so puzzling. For towards the end 
o f  her monologue, her ideas o f her husband change, and her opinion of 
him f a l l s :  " I  thought you the great in  a l l  th ings, in  g u i l t  and in
g lo ry . You're but a puny" (FW.627,23-4). The c o n f l ic t in g  voices imply
more than simply an o ld , t i re d  woman s lipp ing  away from her fam ily as is  
indicated: "0 b i t t e r  ending! I ' l l  s l ip  away before the y 're  up. They 'l l 
never see. Nor know. Nor miss me" (FW.627,34-6), and as some c r i t i c s  
have suggested^4. The c o n f l ic t  emphasizes the uneasy passage from 
priva te memory to  public  h is to ry . The d isp a r i t ie s  in content between the 
two re in force what they have in common in  terms o f form, as both are 
open to  appropriation, to  being a lte red . As public  h is to ry ,  the le t t e r  
can quite l i t e r a l l y  be moved about. In changing her mind as to  the 
stature o f her husband, ALP a lte rs  what she had previously said about 
him in the early  part o f the monologue, and proves th a t the spoken word 
is  as equally open to  displacement as the w r it te n .
The p o s s ib i l i t y  o f ALP's voice as a displaced voice, displaced
from the pr iva te  to  the pub lic , from the w r it te n  to  the spoken,
threatens the process o f id e n t i f ic a t io n ,  as i t  threatens our b e l ie f  in 
the au then tic ity  o f tha t voice. Both w rit te n  and spoken voices appear
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unre liab le  in th e i r  tendencies to  omit, to  exclude and to  a l te r .  The 
remembering which takes place throughout the te x t  depends upon 
re p e t i t io n ,  recurrence, and c irc u la r  s tructures, and repeating in  her 
own monologue, ALP's reminiscences appear merely echoes o f her own, or 
others' words: " I t  is  the so ftes t morning tha t ever I can ever remember 
me" (FW.621,8-9) she re c a l ls ,  in an echo of the f i r s t  words o f her 
monologue, 'S o ft morning, c i t y ' .  Remembrance is  something she associates 
e x p l ic i t l y  with her own voice: " I f  I lose my breath fo r  a minute or two 
don 't speak, remember! Once i t  happened, so i t  may again" (FW.625,28-9). 
Predicated on fo rg e t t in g , ' I f  I lose my b rea th .. .d o n 't  speak, remember' 
- i f  she cannot speak, no-one alse must speak fo r  her, as 'happened 
once' before - i t  would appear tha t recurrence, fa r  from re ly in g  on 
remembering, depends upon fo rg e t t in g ,  'so i t  may aga in '. The presence o f 
her own voice depends upon the absence o f others ' voices, ju s t  as 
remembering s to r ies  depends upon fo rg e tt in g  tha t they occurred before, 
ju s t  as the textual presence o f  the le t t e r  in Book IV depends upon i t s  
absence in 1.5.
Even while ALP does remember so she fo rge ts , om itt ing  de ta i ls  
and creating gaps: "Sea,sea! Here, weir, reach, is land , bridge. Where 
you meet I .  The day. Remember! Why there tha t moment and us two only?" 
(FW.626,7-9). ALP's memories are a vague stream o f possible locations 
and incomplete sentences as fo rg e tt in g  the context o f the occasion has 
p rec ip ita ted a textual omission. The te x t  has lo s t  i t s  memory, as ALP 
attempts to  remember.
The c i r c u la r i t y  o f th is  s truc ture  threatens to  all-encompass 
her, as she moves out to  sea, moves towards death:
" I f  I seen him bearing down on me now under whitespread wings l ik e  he'd 
come from Arkangels, I sink I 'd  die down over h is fe e t,  humbly dumbly, 
only to  washup. Yes, t i d .  There's where. F i r s t .  We pass through grass 
behush the bush to .  Whish! A g u l l .  Gulls. Far c a l ls .  Coming, fa r !  End 
here. Us then. Finn, again! Take. Bussoftlhee, mememormee! T i l l  
thousendsthee. Lps. The keys to .  Given! A way a lone a la s t  a loved a 
long the" (FW.628,9-16).
ALP's fading voice confirms the cyc l ica l nature o f myth, as the 
a llus ions to  mythical female figures abound in th is  f in a l  ex trac t: to 
Leda and the swan, 'bearing down on me under whitespread w ings', to  Eve,
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seduced by Satan disguised as 'Arkangel' Michael, to  Mary Magdalene, 
washing C h r is t 's  fee t with her h a ir ,  'down over his fe e t . .o n ly  to 
washup', and to  Anna Li v ia , the L i f fe y ,  and her references in  's in k ' ,  
'wash' ('mem' in 'mememormee' is  Hebrew fo r  water35). The continuation 
o f these references, in evidence a l l  through the Wake, would seem to 
support the argument put forward by Kimberley Devlin, tha t ALP's 
monologue is  l i t t l e  more than "a continuation o f the ex-centr ic  dream 
te x t "  where ALP is  simply the "fantasized voice o f the female other 
heard once again"35. dust as in  the previous extracts from the Wake, the 
dubiosity o f o r ig ins  is  obscured, a shadow cast over them by the 
'whitespread wings' o f the fa ther swooping down in  one f in a l ,  te r r i f y in g  
moment, repressing the h is to ry  o f ALP's source, blocking out her mother, 
the sky. And yet a t the same time, ALP's evocation o f the sky as her 
mother, "For s h e ' l l  be sweet fo r  you as I was sweet when I came down out 
o f me mother. My great blue bedroom, the a i r  so qu ie t, scarce a cloud" 
(FW.627,7-9), emphasizes her connection with Mother Mary, with blue the 
colour o f Mary's robe. This is  re in forced e a r l ie r  when ALP describes the 
b i r th  o f Issy, and the s im i la r i t y  o f th e i r  o r ig in s :  "What wouldn't you 
give to  have a g i r l !  Your wish was mewill. And, lo ,  out o f a sky! The 
way I too" (FW.620,26-8). Mary-as-mother is  l inked to  both the sky and 
the sea etymologically through her name: "Mary inherited  the t i t l e  
'S te l la  M aris ',  'S tar o f  the Sea' from Is is ,  evoking the heavenly sea o f 
the n ight sky as well as the ea rth ly  ocean"37, a l in k  with Is is  which is  
also made by ALP in re la t io n  to  the b ir th  o f her daughter, "What w i l l  be 
is .  Is is "  (FW.620,32). In th is  way, Mary's o r ig ins  are l inked , l ik e  
ALP's, to  the myth o f the mother goddess, in  her elements as both watery 
womb and sky. The presence o f maternal re la t ion s  is  detectable then 
through mythical associations as well as through ALP's memories.
However, l ik e  Mary, these o r ig ins  are also affected by the 
fa the r f ig u re , fo r  God l ik e  Mary is  also a dove, a fa the r who comes out 
o f the sky with 'whitespread w ings'. The image o f the dove was 
i n i t i a l l y  associated so le ly  with the goddess f ig u re :  "the conjunction o f 
dove and female in the e a r l ie r  t ra d i t io n s  would have been understood as 
the Mother Goddess with the dove", ju s t  as the sea is  invoked as a 
"watery abyss", a womb from which "a l l  the Great Mothers are born"3®.
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The textual remembering, here in  the form o f echoes o f mythical women, 
prec ip ita tes  a cruc ia l contextual fo rg e t t in g ,  as mother sea becomes 
fa ther ocean^.
The repression o f these sources, h id ing the o r ig ina l female 
nature o f the sea, as i t  hides the female o r ig in  o f  the dove too, is  a 
repression which assures c o n t in u ity .  As ALP he rse lf  acknowledges, moving 
from wife o f HCE and mother, "Yes, you're changing, sonhusband" 
(FW.627,1), to  daughter "my cold mad feary fa the r" (FW.628,2), she 
he rse lf changes, challenging th a t c o n t in u ity .  However, she changes only 
to return to  her o r ig in s ,  " I  go back to  you" (FW.628,1), o r ig ins  which 
are paternal and all-encompassing. In an action s im ila r  to  tha t o f the 
opening sentence o f the le t t e r ,  "And we go on to  Dirtdump" ( FW.615,12), 
where 'going on' means in fa c t  re turn ing to  source, the mythical 
associations in  ALP's monologue would appear to  emphasize the 
im po ss ib i l i ty  o f  change and the conviction o f c o n t in u ity .  And yet what 
an assumption o f con tinu ity  appears to  fo rge t is  th a t th is  re turn is  
u lt im a te ly  a re turn to  a source which is  only ever f i c t io n a l .  For a l l  
places v is i te d  by memory become f ic t io n a l  as ALP remembers, 
incorporating change as well as continuation:
" I  w i l l  t e l l  you a l l  sorts o f makeup th ings, strangerous. And show you 
to  every simple storyplace we pass. C adm il le rs fo lly , Bellevenue, 
Wellcrom, Quid Superabit, v i l l i  t ie s ,  v a l le t ie s .  Change the plates fo r  
the next course o f murphies! Spendlove's s t i l l  there and the canon going 
strong and so is  C la ffey 's  habits endurtaking and our parish pomp's a 
great warrent" (FW.625,5-10).
As ALP recounts the spots v is i te d  by he rse lf  and HCE when they 
were younger, we are reminded by the textual references to  the four 
placenames and the four characters res id ing there, o f the four old men 
o f the Wake. Their b ib l ic a l  associations as Matthew, Mark, Luke and John 
are retained here through 'canon', 'h a b i ts ' ,  'p a r ish ' and emphasize the 
con tinu ity  o f the word o f the Father. However, in the midst o f th is  
s ta b i l i t y ,  comes a demand to  'change the p la te s ',  a cry o f the innkeeper 
HCE once was. While places and th e i r  inhabitants may remain, he has gone 
on, or back. Referring to  such spots as 's toryplaces' ALP introduces a 
f i c t i t i o u s  q u a l i ty  in to  the s t a b i l i t y  o f th is  memory, promising not to
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remember, but ra ther to  t e l l  'a l l  sorts o f makeup th in g s ' .  The re ca ll  o f  
'strangerous' from the le c tu re r 's  'feminine f ic t io n s ,  stranger than the 
fa c ts ' ,  re inforces the re la t io n  between ALP's memory and the f i c t i t i o u s  
nature o f her voice, d isrupting  the con tinu ity  o f a male voice 
throughout.
As ALP reminisces over a past encounter with HCE,
"One time you'd stand forenenst me, f a i r l y  laughing, in your bark and 
tan b il lows o f branches fo r  to  fan me co o l ly .  And I 'd  l i e  as qu ie t as a 
moss. And one time you'd rush upon me, darkly roaring , l ik e  a great
black shadow with a sheeny stare to  perce me rawly" (FW.626,21-5),
we are reminded o f the event recounted by the washerwomen e a r l ie r :
"She was ju s t  a young th in  pale s o ft  shy slim s l ip  o f  a th ing then, 
sauntering, by si 1vamoonlake and he was a heavy trudging lurching 
lieabroad o f a Curraghman, making his hay fo r  whose sun to  shine on, as 
tough as the oaktrees (peats be with them!) used to  ru s t le  tha t time 
down by the dykes o f k i l l i n g  K ildare, fo r  fo r s t fe l l fo s s  with a plash 
across her" (FW.202,26-32).
Restoring th is  moment to  her own monologue means tha t the 
perspectives obviously d i f f e r ,  from f i r s t  person to  th i r d ,  as two 
d i f fe re n t  people discuss ALP; he rse lf and the washerwomen. However,
there are obvious s im i la r i t ie s  carr ied  over -  the quietness o f ALP, 
'q u ie t  as a moss', and a 's o f t  shy slim s l ip  o f  a th in g ' and the 
violence o f HCE, 'dark ly  roa ring ' and 'heavy trudging lurching 
l ieab raod ', with her husband likened to  trees in  both ex trac ts , ' in  your 
bark and tan ' and 'as tough as the oaktrees ', and so on. This example 
would a t f i r s t  seem to  support the argument th a t the authentic memory o f 
ALP merely backs up others' ta les  about her, th a t in remembering a 
p r iva te  moment, ALP has done no more than repeat something mentioned 
e a r l ie r  in the te x t ,  th a t she is  no more than a 'fantasized voice' a f te r  
a l l .  However, while ALP does indeed appear to  carry on, to  preserve the 
con t inu ity  o f  the Wake i t s e l f ,  there is  another strategy at work here.
For ALP's memory possesses the distance o f the s im ile  as she describes
th is  encounter, ' l i k e  a great black shadow', a distancing device which 
u lt im a te ly  renders her husband no more than a representation. The 
au the n tic ity  o f her voice i r o n ic a l ly  rests  on representation, on tha t
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which is  not authentic, fo r  in contrast to  the story to ld  by the 
washerwomen with i t s  reassertions o f fa c t  'she was', 'and he was' and so 
on, ALP's memory has a constructed nature. Located in  the ambiguity o f 
's to ry p la c e s ', i t  is  a "memory less 'found' than fa b r ic a te d "^ .
By demonstrating tha t the context o f  memory is  not located in 
one stable place, not 'found ',  ALP renders the excavation in  the dump, 
as well as the sc ru t in iz in g  o f her le t t e r  by the le c tu re r ,  u lt im a te ly  
redundant. Forgotten by those around her, ' i s  there one who understands 
me?', in an echo o f 'T h e y 'l l  never see. Nor know. Nor miss me', ALP is  
remembered instead through association with the mythical f igu re  o f 
Scheherazade, and her a r t  o f s to r y - te l l in g :  "A hundred cares, a t i t h e  o f 
troubles and is  there one who understands me? One in  a thousand o f years 
o f the nights?" (FW.627,14-16). For to  be remembered by those around 
her, ALP must create a context fo r  he rse lf,  a context where the 
p o s s ib i l i te s  fo r  change can be included in  the co n t in u ity  o f a te x t  tha t 
f i n a l l y  engulfs her.
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"DAUGHTER'S TIME":
ISSY AND THE MIRROR OF TIME IN FINNEGANS WAKE
126
"From the mercury backed glass 
Mother, grandmother, greatgrandmother 
Reach hag hands to haul me i n . . . ”1
* * * * *
Joyce's concern with time, and his p layfu l use o f i t  throughout 
Finnegans Wake, a work which s ta r ts  and ends in the middle o f a sentence 
to  give the impression o f a cyc l ica l h is to ry ,  has often been commented 
upon, and is  a concern which Joyce himself acknowledged: "Time and the 
r iv e r  and the mountain are the real heroes o f my b o o k .  My concern in 
th is  chapter is  how time is  experienced by women in  the Wake, 
s p e c i f ic a l ly  by the mirror-daughter Issy, daughter o f HCE and ALP. The 
passing o f time as an ageing process is  indicated in  Sylvia P la th 's  poem 
above, through the 'mercury backed g la ss ';  the passing o f time is  
u lt im a te ly  a v is ib le  one.
The negative fu ture  envisioned in  P la th 's  poem is  a fu tu re  to  
be res is ted , as i t s  con tinu ity  o f  past generations handing on the same 
fa te  from daughter to  daughter re ca l ls  the con t inu ity  o f the Wake 
i t s e l f ,  which ALP in  the previous chapter he rse lf attempted to  re s is t .  
This con tinu ity  is  d ictated v isu a lly  here through the m irro r, 
represented by the fac ia l ageing o f  women through generations, and i t s  
r e s t r ic t iv e  concept o f time is  u lt im a te ly  what is  experienced by Issy, 
the mirror-daughter o f ALP and HCE. While ALP views her daughter as 
growing up to  take her place, a "daughterwife...Swimming in  my 
hindmoist" (FW.627,2-3), Issy 's  view is  qu ite  d i f fe re n t .  Her view, l ik e  
the protagonist o f P la th 's  poem, is  one o f resistance to  th is  process o f 
replacement. The ancient hands which stre tch out from the m irror w i l l  
not grab Issy; her re la t ionsh ip  with the m irror refuses com plic ity  with 
a time which d ic ta tes and r e s t r ic ts .
Although Issy is  represented throughout the Wake in  a number o f 
configurations, whether as Ise u lt  in  the Tris tan and Is e u lt  legend, the 
model fo r  Lewis C a rro l l 's  A lice Through the Looking-glass s to r ie s , Isa 
Bowman and A lice L id d e l l ,  or the young g i r l s  associated with Sw ift, 
S te l la  and Vanessa, i t  is  p a r t ic u la r ly  with her ro le  as daughter tha t 
the theme o f time is  concerned. The d u a l i ty  o f th is  ro le  is  emphasized
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through Issy 's  repeated references to  a ' s i s t e r 1, an image o f  he rse lf in 
the m irror with whom she speaks. The m u l t ip l ic i t y  o f her ro les rests 
uneasily with th is  dual re la t io n sh ip , and obscures the possible 
id e n t i f ic a t io n  o f the young daughter o f the Wake fam ily . The miming 
q u a l i ty  o f her m irror-gazing incorporates the p o s s ib i l i t y  o f mimicry as 
a fem in is t strategy which operates subversive!y, as, mimicking features 
o f  language, Issy 's  voice works in opposition to  those voices around 
her. The goal o f an autonomous voice is  where I argue Issy 's  mimicking 
stra teg ies w i l l  u lt im a te ly  lead her.
The v i s i b i l i t y  o f time in  P la th 's  poem is  echoed in  Joyce's 
Finnegans Wake through the mirror-daughter Issy. At play with her 
brothers, Shem and Shaun, she pa rt ic ipa tes  in  the th e a tr ica l fam ily 
drama o f Book I I . 1, set in "Feenichts Playhouse" ( FW.219,2). The game 
which is  played by the ch ildren in  th is  episode is  described by Joyce as 
" . . . t h e  game we used to  ca l l  Angels and devils  or colours. The Angels, 
g i r l s ,  are grouped behind the Angel, Shawn, and the Devil has to  come 
over three times and ask fo r  a colour, i f  the colour he asks fo r  has 
been chosen by any g i r l  she has to  run and he t r ie s  to  catch her. As fa r  
as I have w rit te n  he has come twice and been twice ba ff led . The piece is  
f u l l  o f  rhythms taken from English singing g a m e s . . . T o  get to  his 
s is te r  Issy, Shem must f i r s t  pass by the 'Ange l',  h is twin brother 
Shaun. I t  is  w ith in  her body tha t the "winning word" (FW.249,4) l ie s ,  
and in to  which he must enter. However, v isualized as a 'house', Issy 's  
body sets up ba rr ie rs , and in th is  way, experiences the passage o f  time 
in terms which can be described as 'monumental', as her body becomes a 
magnificent s truc tu re , a 'house o f  breath ings ':
" In  the house o f breathings l ie s  th a t word, a l l  fa irness . The walls are 
o f  rubinen and the g l i t t e r  gates o f e l f  inbone. The roo f herof is  of 
massicious jasper and a canopy o f Tyrian awning r ises  and s t i l l  descends 
to  i t .  A grape c lu s te r  o f l ig h ts  hangs therebeneath and a l l  the house is  
f i l l e d  with the breathings o f her fa i rn e s s . . . "  (FW.249,6-10).
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The fac ia l connotations o f P la th 's  ageing 'hags' e x is t  here 
under a ve il o f 'Tyrian awning', constructed o f synthetic  materia ls: 
'the walls o f rub inen ', 'the g l i t te rg a te s  o f e l f in b o n e ',  her ha ir a 
'ro o f  o f  massicious jasper' and so on. The c lass ica l a llus ions which are 
the a t t r ib u te s  o f Issy 's  appearance carry meaning; they are her 
testimony to  old age: 'e l f in b o n e ',  ' ja s p e r ' ,  'Tyrian awning' -  a l l  
convey the majesty o f her s truc tu re . Although Issy shines, i l lum inated 
by 'ru b ine n ',  'g l i t te rg a te s '  and 'a grape c lus te r o f  l i g h t s ' ,  she shines 
with the glow o f the past. Like the 'monument' described by Gianni
Vattimo in his study, The End o f Modernity, her ageing process is  also 
v is ib le .  Echoing P la th 's  'm ir ro r '  above, Vattimo evokes the image o f a 
'funerary mask' to  describe the notion o f  the monument, the testament to  
time which allows i t s  's igns ' to  show on i t s  'stone surface ':
"The monument is  tha t which endures in  the fo rm . . .o f  a funerary 
mask...a Greek temple which carr ies  i t s  meanings (and hence opens i t s  
world) only by v ir tu e  o f the fa c t  th a t i t  allows signs o f time to  be 
inscribed on i t s  stone s u r fa c e . . . "4 .
While Vattimo's envisioning o f  time as a 'monument' echoes the 
s truc tu ra l metaphor o f P la th 's  m irro r, he is  more e x p l ic i t  about where
time w i l l  u lt im a te ly  lead us. As the Greek temple 'opens i t s  world'
through i t s  markings o f h is to ry ,  the monument's face o f death is  a
constant reminder to  a l l  who gaze upon i t  o f  the 'meaning' o f the f in a l  
end. As such, i t s  h is to ry  is  a h ighly v is ib le  one, i t s  ageing process 
one fo r  a l l  to  witness.
The s im i la r i t y  in d e ta i ls  o f appearance however also po in t to  
the essential d ifference between Issy-as-structure and the monumental 
temple, namely, tha t th is  'house' is  female. As ' th a t  word' becomes 'her 
word', "There l ie s  her word, you reder!" ( FW.249,13-14), so the 
in s c r ip t io n  o f the monument belongs to  the female body, 'h e ro f ' ,  and her 
words carry on to  spell out "h e l io t ro p " ,  the colour associated with Issy 
and the dancing g i r l s  o f the Angels and Devil game^. But her surface is
not one o f monumental stone; ra ther, i t  is  one o f re f le c t io n ,  where the
outer signs o f an inner q u a l i ty ,  ' a l l  fa irness ' r e f le c t  on the surface 
fo r  a l l  to  see. Rather than presenting a female body to  be penetrated,
Issy becomes a surface, the surface o f  the m irro r, w ith the re f le c t io n
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of the b r igh t jewels, th e i r  ' g l i t t e r ' ,  the fairness o f her h a ir .  She is  
a transparent surface, and in th is  respect, is  a surface qu ite spec if ic  
to  women. For when the Greek temple looks at i t s e l f ,  i t  becomes female; 
when the female subject looks at the stone surface fo r  the signs o f 
time, what she sees are the signs o f her own ageing:
"For women, the m irror need not be supernatural to  be prophetic.
Every m irror can ind ica te  a fu tu re . For the most pa rt,  the coming
shadows are under the eyes, and what the m irror indicates to  women is
aging"6.
Issy 's  h is to ry  moves, as the m irror ' ind ica tes  a fu tu re ' .  
Reflected on Issy 's  face, the 'Tyrian awning r ises and s t i l l  descends' 
(my underline). However, at the same time, Issy is  caught l i t e r a l l y  as 
in  a ' s t i l l ' ;  time also stops fo r  a moment as she looks in to  the m irro r, 
frozen l ik e  a photograph. Yet, simultaneously, an aged woman looks back, 
as the 'Tyrian awning' h is to r ic ize s  her through i t s  Roman reference. 
Time both stands s t i l l  and moves; but i t  moves only towards death as 
th is  daughter gazes.
As the curta in  o f Tyrian awning r ises  to  reveal a face, so i t  
r ises  to  reveal a ro le  played upon a stage, as the Wake's fam ily scene 
is  played out here in  the "Mime o f Mick, Nick and the Maggies", a scene 
o f h is to ry  where past, present and fu tu re  come together: "Time: the 
pressant. With f u tu r is t  onehorse b a l le tb a t t le  p ictures and the Pageant 
o f Past H is to ry . . . "  ( FW.221,17-19). The sense o f d isplay in  connection 
w ith h is to ry  is  one which includes Issy too; a dancer, she plays her 
part in the 'b a l le tb a t t le '  o f  past, present and fu tu re  which is  being 
presented fo r  the audience. As time becomes a 'pageant' where ro les are 
played, Issy appears as "a bewitching blonde who dimples d e l ig h t fu l ly  
and is  approached in loveliness only by her gra te fu l s is te r  re f le c t io n  
in a m irro r"  (FW.220,7-9), her 'pressant' one o f d u a l i ty  with her 
'g ra te fu l s is te r '^ .  Obsessed with her appearance, she is  forever gazing 
in  the m irror which defines the part she is  to  play in  th is  h is to ry , as 
a 's is te r  re f le c t io n '  performing actions which are im itated by another. 
And yet, she is  also singled out. Surrounded by the twenty-eight 
' f lo w e r ' g i r l s ,  her parents and her brothers, Issy is  noticeable by her
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brightness in  the midst o f the obscurity o f the stage. For she is  
'bew itch ing ', one who 'dimples d e l ig h t f u l l y ' ,  even while:
"Poor Isa s i ts  a glooming so gleaming in the gloaming...She is  fading 
out l ik e  Tournee's clothes so you ca n 't  see her now...And among the 
shades tha t Eve's now wearing s h e ' l l  meet anew fiancy, t r y s t  and trow. 
Mammy was, Mimmy is ,  Minuscoline's to be. In the Dee sips a dame and the 
dame desires a demselle but the demselle dresses d o l ly  and the do lly  
does a dulceydamble. The same renew. For though she's unmerried s h e 'l l  
a f te r  truss up and help tha t hussyband how to  hop" (FW.226,4-19).
The danger o f to ta l  obscurity  is  always lu rk in g . As daylight 
fades, with the p o s s ib i l i ty  th a t 'you ca n 't  see her now', so too Issy 
fades in to  the background, in to  the darkness o f the stage. The lack o f 
v is ib i l i t y  in swapping 'Tournee's c lo thes ' fo r  the 'shades th a t Eve's now 
wearing', would be the worst fa te  fo r  one whose very existence depends 
so much on her appearance. Like the double bind o f time which o ffe rs  
e ith e r  a standing s t i l l  or a moving in to  death, the obscurity o f n ight 
o ffe rs  only the ambiguous choice o f 'the  same renew'. For while passing 
in to  the darkness to  meet a new love r, ra ther than the one she has been 
waiting alone fo r ,  promises a fu tu re  o f sorts , 'Mammy was, Mimmy is ,  
Minuscoline's to  be ', i t  is  a movement which is  restra ined by the past, 
by the wearing o f the clothes o f  our ' f i r s t  mother', Eve, and a reminder 
o f  who has gone before, 'Mammy was'. The ambiguity o f Issy 's  fu tu re , 
where 'minuscoline' incorporates both the sense o f 'm in iscu le ' and 
masculine, appears to  promise transformation. Although Issy is  
'unmerried' at the present, her fu tu re  w i l l  transform her ' f ia n c y ' in to  
a 'hussyband', as she herse lf changes her clothes to  't ru ss  up '.
However, i t  is  not only her fu tu re  husband who desires her, 
whoever he may be, but also a 'dame': 'and the dame desires a demselle'. 
'Trussing up' in the 'shades' o f  Eve to  mime what 'Mammy was' gives us a 
c lea rer ind ica tion  o f  what the fu tu re  holds fo r  Issy. Not only tha t o f  a 
w ife , but also th a t o f a mother, l i k e  her mother before her, miming the 
gestures o f the past in an endless cycle o f regeneration, is  the fu ture 
fo r  Issy, 'the same renew'. The dynamics o f th is  fam ily performance re s t 
on such a miming o f  past actions and repeating them, with a d ifference; 
time is  a 'dame' who requires a 'demselle' in order to  render her a 
'dame' also.
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The c i r c u la r i t y  o f time-as-mime, ' Mi m/mi me/my i s ' ,  is  
emphasized by the dancing o f the twenty-e ight g i r l s ,  as they move around 
in c irc le s ,  "then rompride round in  rou t...goes entrancing roundly" 
(FW.226,29-35), to spell out the le t te rs  o f the word 'RAYNBOW'. Like 
them, Issy too w rites : "she w rites fo o t fortunes money times over in  the 
nursery dust with her cap ita l thumb" (FW.227,10-11), in a c irc u la r  way 
'money times o ve r '.  The connection between the c i rc u la r  nature o f time, 
becoming l ik e  her mother, and w r i t in g ,  is  even fu r th e r  spelled out as 
the words o f her mother's le t t e r  are repeated in connection with Issy 
and lo s t  love:
" Is le  wail fo r  yews, 0 doherlynt! The poetesser. And around i t s  scorched 
cap she has tw i l le d  a twine o f  flame to  l e t  the l a i t i e s t  know she's 
marrid...Hers before h is even, posted ere penned...Please stoop 0 to 
please. Stop." (FW.232,13-19).
The mixing o f both Issy and her mother takes place here through 
the references to  the le t t e r  ALP w rites  in defence o f  her husband HCE, 
'posted ere penned'. In the re p e t i t io n  o f words from th a t le t t e r ,  
'Please stoop 0 to  p lease', focused on in my la s t  chapter, and in the 
connotations o f Issy 's  name in  ' I s l e ' ,  'poetesser', and the reca ll o f  
the words o f the I r is h  poet Kevin Isod O'Doherty, ' Isod' being another 
o f Issy 's  names®, elements o f ALP's le t t e r  can be detected in  the one 
Issy now wants to  w r i te .  Unable to  keep from 'miming', i t  is  u lt im a te ly  
the words o f the mother which Issy copies; ' t w i l l i n g  around' a 'tw ine o f 
flam e', she dances round and round l ik e  the flower g i r l s ,  as she too 
desires to  w rite  a le t t e r  l ik e  her mother.
Issy 's  attempt to  perform th is  im ita t iv e  action takes place at 
the end o f the "Mime", the la s t  word o f  which is  "Mummum" ( FW.259,10). 
The children are called in from the darkness outside th a t is  th e i r  stage 
to  begin th e i r  lessons. While the tw in boys, Shem and Shaun, learn 
mathematics, study h is to ry  and geography, Issy would appear to  be 
excluded from such school work. The very page i t s e l f  o f  th is  
"Nightlessons" chapter is  divided in to  a representative fou r, with the 
two boys placed on e ith e r side o f  the page, commenting on the main te x t  
which resides in the centre as they go. Issy 's  con tr ibu tion  meanwhile 
rests at the bottom o f the page, in  the form o f footnotes, her ' fo o t
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fortunes' noted e ra l ie r .  These footnotes bear l i t t l e  or no content 
re la t io n  to  the actual te x t  they appear to  be foo tno ting^, fo r  instead 
o f commenting on the main te x t ,  Issy 's  main concerns seem to  be general 
gossip. In terests in what others have said: "Rawmeash, quoshe with her 
g i r l i e  teangue" (FW.260,19; 'quoshe'/quotes she), a concern with her 
appearance: "When we play dress grownup at a l ia  ludo poker y o u ' l l  be 
happnessised to  feel how fetching I can look in  cl ingarounds" 
(FW.261,32-3; mixing both mother and daughter through the le t te rs  a - l-p  
in 'a l ia  ludo poker' and the double ' ss ' o f  Issy 's  name in 
'hapnessised'), and a preoccupation with love and sex: "one must se ll i t  
to  some one, the sacred name o f love" (FW.268,30) are her subject 
matter.
Although the lessons appear to  be "a llocated along sexually 
stereotypical l in e s . . . th e  g i r l  s i t t in g  on the s ide lines and acquiring 
more domestic s k i l l s " 10, th e i r  very stereotypical nature is  what defines 
Issy here. For the object o f Issy 's  lessons, what she learns at school, 
is  how to  im ita te . Her a b i l i t ie s  would appear to  l i e  w ith in  conventional 
expectations o f what women may excel a t ,  as Naomi Schor points out:
" . . th e  woman a r t i s t  is  doubly condemned to  produce in fe r io r  works o f 
a r t :  because o f her close association with nature she cannot but 
rep lica te  i t .  The law o f the genre is  th a t women are by nature 
mimetic, incapable o f creating s ig n if ic a n t  works o f a r t  in 
nonrepresentational fo rm s .."11
The re la t io n  between re p ro d u c ib i l i ty  and women is  c r i t ic is e d  
here as not ju s t  an a r t i s t i c  one, but also a 'n a tu ra l '  one. As 
childbearers, women are therefore closer to  the concept o f reproduction, 
as well as the actual physical process o f i t ,  than men. Such a 
re s t r ic t iv e  view o f women's a r t i s t i c  c a p a b i l i t ie s  would appear to  be 
ind ica tive  o f the m irror i t s e l f ,  a wholly re s t r ic t iv e  device fo r  women 
in i t s  own tendency to  re f le c t  and im ita te . Issy he rse lf  displays great 
ta le n t  fo r  re f le c t in g  and im ita t in g ,  as she repeats others ' words: "As 
you say yourse lf"  (FW.272,33), and wears others ' c lo thes: "Well, Maggy, 
I got your ca s to ff  dev ils  a l l  r ig h t  and f i t s  lo ve ly . And am vaguely 
gracefu l. Maggy thanks" (FW.273,34-5). Whether using c a s t -o f f  words or 
c a s t -o f f  c lothes, Issy establishes he rse lf through the mimetic q u a li ty
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o f the m irro r, with an emphasis on s ty le ,  which i t s e l f  seems 
re s t r ic t iv e ,  ' f i t s  lo v e ly ' .
Im ita ting  her parents, Issy emphasizes her closeness to  them, 
but also l im i ts  her own a r t i s t i c  p o s s ib i l i t ie s .  E a r l ie r ,  as "Sylvia 
Silence, the g i r l  detective" (FW.61,1), Issy l is p s  fo r  and against her 
fa the r ,  "Have you evew thought, wepowtew, tha t sheew gweatness was his 
twadgedy?" ( FW.61,6-7), and th is  aspect o f her language is  repeated 
again in  her footnotes: "He gives me p u lp i t i t io n s  with his Castlecowards 
never in these twowsers and ever in those twawsers.." (FW.276,28-9), 
which i t s e l f  emphasizes the double nature o f im ita t io n  in 'two/wsers'. 
However, while the main e f fe c t  is  one o f im ita t io n ,  and o f closeness, 
the connection in  both cases between a speech defect and thoughts o f  her 
fa ther may ind ica te deeper psychological misgivings. HCE is  a man who 
stammers and s tu t te rs ,  as Issy well knows: "Where he fought the shessock 
o f h is stimmstammer..." (FW.272,35), and she incorporates th is  aspect o f 
h is  d ic t io n  in to  her own speech patterns. And ye t, a t the same time, the 
p a r t icu la r  nature o f the speech defect she adopts also brings her nearer 
to  her mother, the r iv e r ,  who s im i la r ly  l is p s .  The Wake fam ily are a 
fam ily  o f l in g u is t ic  hesitency which Issy copies in the m irror to 
provide herse lf with an id e n t i ty .  Im ita ting  her parents, she reproduces 
th e i r  voices and renders her own speech v is ib le  through the m irro r, even 
though w ith in  th is  fam ily she also reproduces stereotypical associations 
made concerning women's w r i t in g .
ALP's w r i t in g  o f a le t t e r  to  defend her husband is  the one 
p a r t ic u la r  action im itated by Issy on the only page in th is  chapter 
where the footnotes actua lly  disappear. I t  would appear th a t entry in to  
the main te x t  takes place only under the guise o f the mother's voice, 
but Issy f i l l s  her le t t e r  with signs o f her own id e n t i ty  in ,  fo r  
instance, the mention o f  flowers: "using her flower or perfume"
(FW.280,24-5), her m ir ro r -s is te r  "maggy" ( FW.280,14), and her stress on 
k iss ing : "k is s is ts  my e x i ts "  (FW.280,27) which incorporates her own name 
' i s s i ' .  Issy 's  name is  found throughout th is  le t t e r  in  many 
configurations as "C h r is t in e tte "  (FW.280,22) and "So ld i" (FW.280,23), 
with a reminder o f Sylvia Silence too in  "whose silence h ith e rto  has 
shone as sphere o f s i l v e r . . "  (FW.280,30-1). The recognizable q u a l i t ie s
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o f her voice here incorporate both s igh t and sound, fo r  while we hear 
the entry o f  Issy 's  name in 'k is s is ts '  we also see the way i t  is  spe lt :
' i s s i ' ,  a re f le c t in g  name, one which remains the same when held up to  
the m irro r .  In im ita t in g  her parents' language, Issy enacts her own 
re f le c t iv e  q u a l i t ie s .
However, in  copying grammatical ru les established by au thority  
f igu res , "The law o f the jungerl"  (FW.268,32), simultaneously Issy is  
"taught how to  perform d is rup tive , de riva t ive  operations on them fo r  her 
own b e n e f it "^2. She herse lf is  very aware o f her sexual a l lu re  and o f 
her gender, as she shows:
"My goldfashioned bother near drave me roven mad and I dyeing to  keep my 
l in e fre e  face l ik e  readymaid maryangs fo r  jollycomes smashing Holmes" 
(FW.276,30-2).
The image o f the pa tien t w ife-to-be awaiting the re turn o f her 
f iance ' j o l l y  comes smashing Holmes'/'Johnny comes marching home' is  
reminiscent o f the e a r l ie r  v is ion o f Issy as ' Is a '  s i t t in g  in  the dark, 
forgotten by her love r. And yet Issy is  f u l l y  aware o f  the a r t i f i c i a l i t y  
o f th is  s i tu a t io n ,  and o f how women appear in  i t .  She mimics the words 
o f  a popular song, speaks o f using 'd ye ',  and emphasizes the importance 
o f looking young, ' l in e f re e  fa ce ',  to  maintain the impression o f a young 
g i r l  about to bloom: ' l i k e  readymaid maryangs'. Issy knows well the 
ro les th a t women are expected to  play, whether in l i f e  or in  f i c t io n ,  as 
the importance o f an outer appearance is  conveyed through s ty l is h  dress, 
'how fetching I can look in c lingarounds ', and fee lings can be bought or 
sold l i k e  commodities, 'one must se l l  i t  to  someone'.
Her footnotes themselves are in  fa c t  h ighly s ty l ize d , fo r ,  as 
they im ita te  many o f  the standard l i t e r a r y  devices l ik e  a l l i t e r a t io n ,  
onomatopoeia, puns, and so on, at the same time they display an 
awareness o f  the act o f w r i t in g  i t s e l f :  "You sh 'undn 't w r ite  you can 't  
i f  you w 'udn 't pass fo r  undevelopmented. This is  the propper way to  say 
th a t ,  Sr" (FW.279,14-15). Disrupting what is  the 'propper' way herse lf 
by missing out le t te rs ,  m is-spe ll ings, and using nonsense words, she 
contributes to  a sense o f undermining language i t s e l f ,  o f  turn ing the 
lessons against themselves. For although looking in  the m irror merely
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re f le c ts  back the same image, re f le c t in g  language in  a m irro r allows i t  
to  become reversed: "0 Evol, kool in the salg and ees how Dozi p i ts  what 
a drows er" (FW.262,32). Reflected in  the m irro r,  the footnote makes 
s l ig h t ly  more sense as i t  reads backwards, "0 love, look in the glass 
and see how Izod t ip s  you what words are" .
Writing fo r  Issy then becomes an act o f re ve rsa l, more
d is rup tive  than leaving gaps and missing out le t te r s ,  and i t  is  a t th is  
po int tha t the f in e  l in e  between im ita t in g  and mimicking can be seen. 
What is  taking place in Issy 's  footnotes is  a subversive strategy, 
a lb e i t  l im ite d 14. While to  'mime' means to  im ita te  or copy, i t  also 
means to  ' r id ic u le  by im i ta t io n '15. The adoption o f  mimicry as a 
p o l i t ic a l  strategy by women is  well-known to  fem in is t c r i t i c s ;  i t  is  "an 
in tentiona l manipulation o f a p a r t ic u la r  gender a c t"15. In behaving 
according to  stereotypes through her discussions o f  love and sex and so 
on, Issy perpetuates tha t 'closeness to  nature' which was used to
condemn women's a r t i s t i c  attempts, as IMaomi Schor ind ica tes. And yet, 
Issy 's  awareness o f language allows her a distance too, a ' c r i t i c a l  
d is tance '1^ which allows her to  comment on her a r t  i t s e l f ,  and to  
r id ic u le  those attempts o f others. By employing the m irror in both her 
footnotes as well as in  her d a i ly  acts, she allows fo r  the double
p o s s ib i l i ty  o f a r t i s t i c  distance as well as mimetic closeness, granting 
her the space to  be inventive: "Making i t  up as we goes along"
(FW.268,31 ).
Such an act o f mimicry then would suggest the p o s s ib i l i ty  o f 
not merely repeating what has gone before, tha t Issy 's  fu tu re  may not 
necessarily be her past. Such contrad ictions o f her present are fu r th e r 
played out through a focus on her appearance as she gazes in to  her
m irro r, to  create both he rse lf  and her m irror image: "gra te fu l s is te r  
re f le c t io n  in a m irro r" (FW.220,9), "sester Maggy" (FW.458,10), "my 
link ingc lass g i r l "  (FW.459,4), and so on. This s p l i t  between Issy and 
her 's is te r '  is  one which is  re f lec ted  e a r l ie r  in  the te x t  in Book 1.6 
through her use o f grammar, in  the p ro l i fe ra t io n  o f pronouns which occur 
in her reply to  her brother's  p la in t iv e  questioning. In a chapter o f 
question and answer by the twin brothers, Shem and Shaun, Issy answers 
her brother's  "What b i t t e r 's  love but y u rn in g . . . "  (FW.143,29) w ith :
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"What exquis ite  hands you have, you angio l, i f  you d id n ' t  gnaw your
n a i ls ,  i s n ' t  i t  a wonder you're not achamed o f me, you p ig , you perfect 
l i t t l e  pigaleen! I ' l l  nudge you in a minute! I bet you use her best
Peri si an smear o f f  her vanity tab le  to  make them look so rosetop
glowstop nostop." (FW.143,33-144,1 my underline).
Here, Issy comments on what we presume at f i r s t  to  be hj_s
hands, as we expect a continuation o f addressee, namely tha t 'you' means 
'h im ', her brother, the object o f her response. However, the s im p l ic i ty  
o f th is  communication between brother and s is te r  becomes increasingly 
complex as the narra tive  continues: ' I  bet you use her best Peri si an 
smear o f f  her vanity tab le to  make them look so rosetop glowstop 
nostop'. At th is  po in t, i t  becomes c lear th a t 'you' no longer re fe rs  to  
the brother at a l l ,  but to Issy he rse lf,  or ra the r, the re f le c t io n  o f 
he rse lf in the m irro r.  For as she describes the process o f applying 
lo t io n s  and creams to  her body, ' to  make them lo o k . . . ' ,  we see the 
importance o f the appearance, so th a t 'you' w i l l  not be 'achamed o f 'me' 
-  the pronouns re in fo rce  each other in  the same way th a t the re f le c t io n  
in the m irror re in forces Issy 's  idea o f  he rse lf .  The pronouns in  th is  
te x t  ind icate Issy 's  n a rc is s is t ic  aspect, as she de flects  the gaze of 
the brother -  there is  no room fo r  h is ,  only the one re f lec ted  in  the 
m irro r, ' I ' l l  nudge you in  a m inute '. The intimacy o f  the re la t ionsh ip  
between Issy and her m irror image is  not troubled by th is  presence, 
despite i t s  being mentioned so often throughout th is  passage: " i t  was 
too kind o f you, miser" (FW.144,20), "What are you nudging for?" 
(FW.144,19), " I  swear to  you I am" (FW.144,36), and so on, fo r  i t s  
o b je c t i f ic a t io n  is  ambiguous: i t  is  e i th e r  th a t o f her brother or o f 
he rse lf .
By maintaining such an ambiguity, Issy succeeds in  maintaining 
the dialogue with he rse lf in the m irro r.  But what threatens tha t 
ambiguity is  a stronger presence than tha t o f her brother, or o f her 
mirror-image. This presence is  simultaneously both perceptib le and yet 
hidden, w ith in  the te x t .  The confusion o f pronouns noted e a r l ie r  
provides a conglomeration o f s igh t and sound which should not, but 
u lt im a te ly  aims to ,  d is t ra c t  from the im plica tions o f the real th i rd  
presence in th is  te x t :  'her best Peri si an smear', 'her vanity ta b le ' .  
'She' intervenes here, to  the extent th a t i t  ex to rts  an angry aside from
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Issy, "S lig h t me, would she?" (FW.144,2) - th is  th i r d  presence has 
nudged i t s  way in to  the te x t ,  as i t  nudges i t s  way in to  the m irro r.
This th i r d  presence18 is  seen by Issy when she looks in to  the 
m irror as well as heard through the change in address. For in  the m irror 
she does not ju s t  see he rse lf .  Rather, she sees what she w i l l  look l ik e  
when she is  o lder: she sees her mother, hidden beneath the re f le c t iv e  
gaze o f the m irro r, yet emerging in the pronouns o f the te x t .  Rather 
than see the action o f applying creams, designed to  keep the body 
looking younger, as a purely im ita t iv e  one, as w r i t in g  her le t t e r  was, 
inspired because Issy wants to  be her mother ("pretending to be her 
mother", as Shari Benstock notes19), i t  is  possible instead to  read th is  
action as one o f resistance. Like her mother, Issy wants to  keep looking 
young, to  h a lt  the passage o f time, hence the use o f t im e -res is t ing  
creams. However, th e i r  purposes are qu ite  d i f fe re n t :  the mother desires
to h a lt  the movement towards death, Issy to  h a l t  the movement towards 
her mother. The presence o f the male watching her is  doubly displaced 
through th is  action, displaced by Issy 's  dialogue with a m irro r, and by 
the re f le c t io n  o f  the mother who gazes back. The male presence is  not 
threatening, i t  can eas ily  be removed, "Sail I puhim in momou” 
(FW.144,35), by both Issy and her mother, "Mummum" (FW.144,35). However, 
the mother's intervening presence in  tu rn  provides i t s  own kind o f 
th rea t: tha t o f age. The threatening q u a l i t ie s  o f  th is  maternal, 
fu tu r is t i c  th i r d  presence pa ra l le l the two sides o f the c o n f l ic t  between 
ageing and remaining s ta t ic ,  frozen in  time. Like the two aspects o f 
th is  th i r d  pred ic tive  gaze which on the one hand threatens Issy, with 
i t s  in te rrup tion  o f her l i fe -s a v in g  a c t iv i t ie s ,  while on the other 
reassures her through i t s  presence o f her fu tu re  existence, " I  know her" 
(FW.144,1), ne ither is  re a l ly  a so lu t ion , fo r  ne ither prom ises life . One 
is  a reminder o f d a ily  decay, leading to  death; the other is  a remaining 
s ta t ic ,  held forever in a kind o f mirror-1imbo. Issy 's  destiny has 
already been mapped out fo r  her as we have seen: "composing the le t t e r  
from Boston tha t i t  w i l l  some day be her prime business to  w r i te "25.
Such a textual profusion o f pronouns, ambiguity o f addressee 
and so on, representing the m u l t ip l ic i t y  o f Issy 's  persona lity , seem to 
hold out a promise o f escape from such a destiny. However, even in the
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other ro les she plays, whether as s p l i t  personality  between good s is te r  
and bad s is te r  "Lupita Lorette" ( FW.67,33) with "her dear placid l i f e "  
(FW.67,35) as opposed to  "the other so iled dove th a t 's  her s is te r - in -  
love, Luperca LaTouche" (FW.67,35-6), she is  compelled to repeat the 
dualisms o f th is  c o n f l ic t .  In her ro le  as "Nuvoletta", she experiences 
both the s ta t ic  and ageing process simultaneously:
"Nuvoletta in her l igh td ress , spunn o f sisteen shimmers, was looking 
down on them, leaning over the bannistars and l is te n in g  a l l  she 
c h i ld is h ly  cou ld ...Nuvoletta  l is tened as she re f lec ted  herse lf..and she 
t r ie d  a l l  she t r ie d  to  make the Mookse look up a t h e r . . . "  (FW.157,8-20).
Here, as another re f le c t io n  o f he rse lf ,  she exhorts her brother 
to  ' look up at h e r ' ,  as she looks down on him. The materials used to 
make her dress, 's isteen shimmers' not only imply m u l t ip l ic i t y  through 
the number s ixteen, but also ind ica te  her d u a l i ty ,  ' s i s t e r ' .  The
re f le c t io n  in 'shimmers' echoes the ' g l i t t e r '  o f  the f i r s t  description 
o f her appearance, and foregrounds the brightness o f  ' bannistars' ,  
' l ig h td re s s ' ,  'spunn' (sun) and so on. Her desire to  a t t ra c t  the gaze o f 
her brother, th a t o f the Mookse, comes not only as she re f le c ts  herse lf 
through his eyes, but also through sound: ' l is te n in g  a l l  she cou ld ', 
' l is te n e d  as she re f lec ted  h e rs e l f ' .  Her narcissism is  constructed 
through both senses, the visual and the aura l: "and she smiled over
he rse lf  l i k e  the beauty o f the image o f the pose o f the daughter o f the 
queen o f the Emperour o f Irelande and she sighed a f te r  h e rs e l f . . "
(FW.157,34-6), as Issy creates he rse lf  twice over, through both s igh t, 
'smiled over h e rs e l f ' ,  and sound, 'sighed a f te r  h e rs e l f ' .  She herse lf 
becomes a series o f photo shots, 'the image o f ' ,  'the  pose o f ' ,  
reminiscent o f the ' s t i l l '  mentioned e a r l ie r .  Such a pose u lt im a te ly  
denies the body instead o f re a l iz in g  i t ,  as i t  remains held by time 
through the power o f the v isua l,  the desire fo r  the gaze o f the 
'Mookse'.
The struggle between stas is  and flow here in  Issy 's  te x t  is
mirrored in the la rger context o f  the c o n f l ic t  between the eye and the 
ear as represented by Shem and Shaun throughout Finnegans Wake i t s e l f :  
" I  heard the man Shee shinging in the pantry bay. Down among the 
dustbins l e t  him l i e !  Ear! Ear! Not ay! Eye! Eye! For I'm at the heart
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of i t "  (FW.409,1-4). Shem the Penman, w r i te r  o f the le t t e r  and o f the 
Wake i t s e l f ,  is  associated with the 'e a r1; Shaun the Postman, c a r r ie r  o f 
the le t t e r ,  with the 'eye ',  here asserting his claim on the le t t e r  and 
the book as a whole, 'For I'm at the heart o f i t ' .  This o f  course also 
re fers  to  the process o f reading the Wake i t s e l f  in i t s  demand to  be 
both seen and heard, and the c o n f l ic t  between the two in  the desire fo r 
understanding and exp lica t ion . Such a c o n f l ic t  can be seen to  continue 
here in the analogy with the s ta t ic  and ageing view o f time represented 
e a r l ie r ,  fo r ,  ju s t  as the eye f ix e s ,  so the ear allows sound to  flow - 
but only to  flow in to  old age.
This is  c lear as Issy looks in to  the m irror o f  th is  persona, 
"Nuvoletta", fo r  'the la s t  t im e ',  as she c a l ls  farewell and begins to 
cry:
"Then Nuvoletta re f lec ted  fo r  the la s t  time in her l i t t l e  long l i f e  and 
she made up a l l  her myriads o f  d r i f t in g  minds in  one. She cancelled a l l  
her engauzements. She climbed over the bannistars; she gave a chi 1dy 
cloudy c ry : Nuee! Nuee! A ligh td ress  f lu t te re d .  She was gone. And in to  
the r iv e r  tha t had been a stream ( fo r  a thousand o f tears had gone eon 
her and come on her and she was stout and struck on dancing and her
muddied name was Mi ssi s i i  f f i ) there f e l l  a tea r, a s in g u lt  tea r, the
lo v e l ie s t  o f a l l  t e a r s . . . f o r  i t  was a leaptear" (FW.159,6-16).
She moves from a s ingle cry , 'a chi 1 dy cloudy c ry ' to  a
succession o f  tears , ' in to  the r i v e r ' .  Tears which are singled out, 'a 
s in g u lt  t e a r ' ,  ' the lo v e l ie s t  o f a l l  te a rs ' ,  'a le a p te a r ',  f a l l  in to  the 
r iv e r  and flow on, becoming a 'thousand o f  te a rs ' ,  losing th e ir  
in d iv id u a l i ty  as they become a combination o f the M iss iss ipp i, the 
L i f fe y ,  and Issy he rse lf  in 'M i s s i s l i f f i ' .  The p lu r a l i t y  o f tears is  a 
m u l t ip l ic i t y  which instead o f o ffe r in g  the escape seemingly promised
e a r l ie r ,  ac tua lly  threatens instead to  drown her. The movement from the 
ca ll  at the beginning, through tears , to  a r iv e r ,  ends in  song, as 
's in g u l t '  becomes, "Why, why, why! Weh, 0 weh! I"se so s i l ly  to be 
flowing but I no canna stay" (FW.159,17-18). Like time, she has to  keep 
moving, 'canna s ta y ',  and the rhythm o f th is  passage, l i k e  the rhythm of 
the flow o f water, becomes one o f l ive d  experience: "where anything 
l iv e s ,  time is  being inscribed"21. As the ind iv idual tears become a song 
o f  water, the rhythm o f the passage i t s e l f  is  analogous to  th is  ' l iv e d
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experience1: 'and' is  repeated f iv e  times as the tears bu ild  up, to  
carry the sentence on fo r  another four l ines  and another parenthesis. 
L i te ra l ly  reduced to  tears, Issy 's  time is  a threatened and painful one, 
in i t s  movement from childhood to  impending motherhood.
The pain o f  th is  ' l iv e d  experience' is  communicated through the 
te x t  in connection with images o f  water, the r iv e r ,  emblem o f ALP. Such 
a watery presence is  not eas ily  detectable, and is  a t i t s  strongest 
through the perception o f Issy as 'N uvo le tta '.  While the male presence 
can be deflected through promises which are never f u l f i l l e d  as Issy 
constantly teases her male audience, "May you never see me in my 
birthday pe lts  seenso tu tu "  ( FW.144,36-145,1), the mother's presence is  
not so eas ily  set aside. Issy 's  destiny, the promise o f  her fu ture which 
gazes back a t her from the m irro r,  takes on a more bodily  form beneath 
the surface o f the looking-g lass:
"Can't you read by dazzling ones through me true? B ite my laughters, 
drink my tears . Pore in to  me, volumes, spell me stark and s p i l l  me 
swooning. I ju s t  don 't care what my thwarters th in k .  Transname me 
love liness, now and here me fo r  a l l  t imes!" ( FW.145,18-21).
The violence o f th is  imagery ce r ta in ly  conveys a sense o f the 
male th rea t to  penetrate her te x t  with 'spe ll  me', ' s p i l l  me' and so on. 
But such violence is  also part o f the process o f re f le c t io n ,  the th rea t 
behind the m irror and beneath the r iv e r ,  as references to  water run a l l  
through th is  passage, 'd r in k ' ,  ' t e a rs ' ,  'po re '/pou r, ' s p i l l ' ,  
' thw arte rs '/w ate rs . Later, the apparently threatening male figu re  
ac tua lly  carr ies  her over th is  water to  safe ty, "the day he carried me 
from the boat, my saviored o f  eroes" (FW.146,24), as she wonders i f  she 
"threw out my shaving water" (FW.146,29). The th re a t ,  b lurred by the 
male f ig u re ,  is  l inked through such images to  the mother who represents 
Issy 's  fa te ,  and who, conveyed through the m irro r,  is  transformed in to  a 
bodily presence waiting beneath a watery surface: " I t ' s  only another 
queer f is h  or other in  Brinbrou's damned old trouchorous r iv e r "  
( FW. 148,18-19). The fear and suspicion betrayed here o f age, 'o ld  
trouchourous' /treacherous, describing the body, 'queer f is h  or o ther' 
waiting fo r  her beneath the water, are symptomatic o f Issy 's  
re la t ionsh ip  with her mother. Far from being one o f  celebration and
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harmony, i t  is  one o f d is t ru s t  and pain, a re la t ionsh ip  to  be res is ted , 
as the older woman threatens to  pu ll her under:
"In me she has drowned a young g i r l ,  and in me an old woman 
Rises toward her day a fte r day, lik e  a te rr ib le  fish"
- wrote Sylvia Plath in her poem M irro r22, representing, as Issy does 
here, the re la t ionsh ip  between mother and daughter in s im ila r  bodily 
terms. Whether a 'queer f i s h 1 or a ' t e r r ib le  f i s h ' ,  the mother presents 
a body to be feared, a v is ion possibly emblematic not ju s t  o f Joyce's 
own fa m il ia l  s i tu a t io n , but also o f women's w r i t in g  on th is  subject fo r  
the f i r s t  time. The h is to ry  o f the mother-daughter re la t ion sh ip  from the 
early Georgian novels o f th is  century to  those o f the t h i r t i e s  and to  
the Plath poems o f the s ix t ie s ,  where the t ra d i t io n a l  view o f the
harmonious re la t ionsh ip  tha t existed between a mother and daughter was 
given a more r e a l i s t i c  aspect by women w r ite rs ,  was one tha t had not 
been f u l l y  explored before25.
Joyce himself witnessed on many occasions the highly
problematic re la t ionsh ip  between his own w ife , Nora, and th e i r  daughter 
Lucia, who was su ffe r ing  from schizophrenia, as Richard Ellmann notes: 
" I t  was apparent tha t her re la t ion s  with both him and Nora were
in t r ic a te ly  enwound in her condition ; she exhibited the fa m il ia r  pattern 
o f h o s t i l i t y  towards the mother and excessive pre-occupation with the 
fa th e r"2^. In h is  biography o f Joyce, Ellmann also notes a t other points 
tha t "Lucia was deeply hurt (by Beckett's re je c t io n  o f he r). She 
i r r a t io n a l ly  blamed her mother fo r  the break-up but Nora was sympathetic 
and t r ie d  to  he lp"25, while on another occasion, he records th a t she 
"turned in a fu ry  towards her mother and threw a cha ir a t her"25. Joyce 
himself was unable to  have a completely honest re la t ionsh ip  with his 
troubled daughter. On 1 May, 1935, he wrote to H arr ie t Shaw Weaver, " I  
am only too p a in fu l ly  aware th a t Lucia has no fu tu re " ,  while ju s t  days 
before he had w rit te n  to Lucia, "One f in e  day everything w i l l  change fo r  
you" (27th April 1935)27.
However, while many d ire c t  l in k s  have been made between the
f ic t io n a l  character Issy, and the r e a l - l i f e  person o f Lucia, such 
biographical information should be approached w a r i ly ,  in  view o f the
142
contrad ictory evidence above. David Hayman's inves tiga tion  o f th is  l in k  
through the Finnegans Wake Notebooks stresses i t s  in s ta b i l i t y :  "the 
establishment o f the masks and ro les fo r  real fam ily members is  one o f
po
the dominant t r a i t s  o f the B.5 epiphanoid" . As a l i t e r a r y  genre, the 
experience o f the pain o f the mother-daughter re la t ionsh ip  is ,  as in 
l i f e ,  not unusual and has not gone unrecorded.
The ' r o le '  o f a p a r t icu la r  fam ily member in th is  case then, has 
given the f igu re  o f the mother an an im a lis t ic  aspect. In representing 
the fear o f growing old through the bodily  image o f a f is h ,  th is  image 
problematizes age not only as tha t which is  v isua l,  but also as tha t 
which exists beneath the water, what is  obscured, and d i f f i c u l t  to  see. 
I ts  detection is  only possible the nearer i t  comes to  the surface o f the 
water, and the surface o f the page:
"Sing to  us, sing to  us, sing to  us! Amam! So meme nearest, languished 
h is te r ,  be free to  me! ( I ’ m fad ing!) And l is te n ,  you, you beauty, 
esster, I ' l l  be clue to  who knows you, pray Magda, Marthe with Luz and 
Ooan, while I l i e  with warm l is p  on the Tolka. (I 'm  fa y ! ) "  (FW.528,9- 
13).
In a moment p r io r  to  her wedding ceremony, Issy 's  voice comes 
close to  tha t o f her mother's, 'meme nearest', as she he rse lf  approaches 
the surface o f the r iv e r  'while I l i e  with warm l is p  on the To lka ', here 
from above, not below the water. Her mother's d e f in i t iv e  speech defect
is  incorporated once more in to  Issy 's  voice, 'w ith  warm l i s p ' .  Voices
merge in to  a holy chorus o f 'Sanctus', as we hear advice from the older 
woman to the young g i r l ,  repeated three times, 's ing to  u s ! ' ,
encouraging her to  celebrate her passage through time, 'be free to  me'. 
This is  counteracted by the c a l ls  o f Issy to  her s is te r ,  'e s s te r ' ,  and 
'languished h is te r ' ,  and the double 'meme'. Someone is  ' fa d in g ' ,  and i t  
is  d i f f i c u l t  to  'see' who i t  may be, Issy or her mother, as we 'hear' 
aspects o f both voices -  the prominence o f the le t t e r  ' ! ' ,  one o f ALP's 
le t te rs ,  a l l i te ra te s  through the passage. The movement through time 
becomes c lea r, as words remain incomplete: ' fad ing ' remains as ' f a y ' .  
But such incompleteness is  ambiguous; e ith e r the mother is  unable to
complete her exortation to Issy, or Issy he rse lf  is  being swamped by the 
r iv e r ,  her words pulled down below the surface o f the 'T o lka '.
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This advice to  Issy is  part o f the discourse on marriage which 
takes place as she prepares he rse lf  in f ro n t  o f  the m irro r .  Issy/her 
mother is  unable to  f in is h ;  at th is  po in t we see how shaky ind iv idua l 
presences are becoming, as Issy, through the wedding ceremony, comes 
nearer to taking her mother's place. Her voice echoes the fa m il ia r  
t r a i t s  o f ALP's, while her 's ing in g ' and 'fa d in g ' are reminiscent o f her 
ro le  as 'N uvo le tta ',  d r i f t in g  in to  the r iv e r  with her tea rs . The merging 
o f the voices here however incorporates another dimension, as Issy 
appears to  be preparing he rse lf  fo r  becoming the 'daughterwife ' a f te r  
a l l .  The predominance o f the re l ig io u s  language a t th is  po int indicates 
the possibly ove r-r id ing  presence o f her fa the r, HCE as the language o f 
the Father appears to  take over from the voice o f  the mother:
"Winning in  a way, only my arms are w h ite r, dear. Blanchemain, id le r .  
F a irha ir ,  f r a i l  one. L isten, meme sweety! 0 be jo y fo ld !  M irror do 
ju s t ic e ,  taper o f ivo ry , heart o f the conavent, hoops o f  gold! My ve il 
w i l l  save i t  undyeing from his ethernal f i r e !  I t ' s  meemly us two, meme 
id o l l "  (FW.527,20-24).
Religious language here points to  the fem inization o f the four
old men to  come with 'Pray Magda, Marthe with Luz and Ooan', and the
conventional associations o f flowers, "bloss as oranged at St Audiens 
rosan chocolate chapelry" (FW.528,5-6) with pre-nuptia l v i r g in i t y  
conveyed through the colour white: 'w h ite r '  'blanchemain', 'taper o f 
iv o r y ' ,  ' f a i r h a i r ' ,  a l l  con tr ibu ting  to  an image o f p u r i ty ,  as th is  
s a c r i f ic e  to  the a l ta r  o f matrimony is  created, ' f r a i l  one'. I t  would 
seem at th is  po int th a t the presence most strongly f e l t  is  the fa th e r 's ,  
au th o r ita t ive  in the t ra d i t io n  o f  these conventional images. The m irror 
is  ca lled upon to  'do ju s t ic e '  as the language o f the Church, in the
on
form o f the l i ta n y  o f  the Blessed V irg in  Mary , dominates th is  passage.
In a chapter framed by Shaun-as-Yawn, the o r ig ins  o f s to r ies , 
whether o f mankind and the B ib le, Shaun's own story as the son o f HCE
and ALP, or the Tris tan and Isolde legend with i t s  own 'fo u r  old men',
are both reca lled  and disrupted by Issy 's  performance in f ro n t  o f the 
m irror as she prepares fo r  marriage. For, as th is  voice speaks o f 
ce lebra tion, '0 be jo y fo ld ' ,  another voice c a l ls  from the m irror to 
transform the re l ig io u s  language o f the Father, 'M irro r do ju s t ic e ' ,
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blending covenant and convent, 'conavent’ in  a mixture o f f inanc ia l 
tendering and a re l ig io u s  housing fo r  women. In a transformation o f  the 
l i ta n y ,  the mirror-image c a l ls  to  Issy, o ffe r in g  protection tha t the 
'convent', in  i t s  transformed state as place o f exchange, both o f money 
and o f the body, can no longer o f fe r  her: 'My ve il w i l l  save i t  undyeing 
from his ethernal f i r e ' .  The m irror o ffe rs  a protection both from the 
ceremony i t s e l f  and the discourse which accompanies i t ,  a discourse 
represented by the male pronoun. Watched by a fa ther who sees a l l ,  "They 
were watching the watched watching. Vechers a l l "  (FW.509,2-3), as Shari 
Benstock argues, " . . . I s s y  sees. She refuses to  be the object o f the 
man's gaze; instead she steals the gaze and sneaks in to  her fa th e r 's
Of)
dream to  watch him watching her" .
Issy 'sneaks in to  the dream' in  th is  way under the ve i l  o f  
darkness and protected by the ve il  o f  her own language. Kneeling before 
her ' i d o l l ' ,  the one she has made (o f) he rse lf in  the m irro r, ' I t ' s  
meemly us two, meme i d o l l ' ,  Issy 's  words become high ly conscious o f 
themselves, acknowledging th e i r  own doubleness; she speaks o f 'us tw o ', 
as she repeats 'me' twice through reversa l, 'me/emly'. The dialogue 
between the s e l f  and the image can take place without in te rven tion , 
'meem', as i ro n ic a l ly ,  through the body, she uses the m irror as a 
s i te /s ig h t  o f resistance to  the discourse on time which demands her hand 
in  marriage and her progress to  'daugh terw ife '. The v irg in a l image 
t r a d i t io n a l ly  required by th is  ceremony becomes transformed as Issy 
re jec ts  the symbols o f marriage through her narcissism. The p u r i ty  o f 
the bride-to-be becomes as a r t i f i c i a l  as 'dye ',  wedding r ings become 
'hoops o f  g o ld ',  with connotations o f decoration and wealth, and the 
a l ta r  is  merely a ' d o l l ' .
Through th is  dialogue, Issy succeeds not only in  d is rupting  an 
ancient and re l ig io u s  ceremony, but also manages to displace the 
discourse o f re l ig io n  and the language o f the Father, which would keep 
her apart from her m irror image, from her s e l f .  ' I t ' s  meemly us two ', 
she c a l ls ,  in  an echo o f her e a r l ie r  words, "Sail I puhim in  momou. 
Mummum!" (FW.144,34-5). Issy puts 'him' in  her mouth and eats his words, 
ju s t  as she renders the conventional signs o f  matrimony equally ed ib le, 
'rosan chocolate chape lry '. Displacing the gaze o f HCE and the language
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o f the Father from the s i te  o f the m irro r, "How me adores eatsother 
s imply!" (FW.527,29), she speaks through the body with what Joyce c a l ls  
e a r l ie r  in Finnegans Wake "the handtouch which is  speech without words" 
(FW.174,9-10). In removing the fa th e r 's  gaze by eating i t ,  passing i t  
through her body, Issy destroys s igh t through the use o f touch, by 
stepping in to  the m irror so th a t she and the mirror-image become both 
one, and at the same time, always separate.
Such an action is  elaborated through the use o f the mouth: 
"Close your, notmust look! Now, open, pet, your l ip s ,  pepette, l ik e  I 
used my sweet parted 1ipsabuss..." (FW.147,29-30). The le t te rs  111 and 
'p 1, both le t te rs  o f ALP's name possessed now by the daughter, perform 
the function o f opening the l ip s ,  moving the mouth up and down, 
connecting the s ig n i f ie r  and s ig n if ie d  o f her te x t  in a gesture o f 
embrace. For th is  is  a te x t  which is  constantly k iss ing i t s e l f 01:
"The je s t in g  doubleness o f the grammar n ice ly  captures the sense o f 
the m irror image as a s ig n i f ie r  necessarily d i f fe re n t  from i t s  
s ig n if ie d  -  and yet a s ig n i f ie r  with a pe cu lia r ly  (perhaps even 
uniquely) intimate re la t ionsh ip  with the s ig n if ie d .  Further, th is  
s ig n i f ie r  is  one with the perceiver p a r t ic ip a t in g  in  the semi o t ic  
phenomenon o f m irro r ing "32.
The 'in t im acy ' o f th is  re la t ion sh ip , a re la t ion sh ip  which 
Jenijoy LaBelle comments can be "more intense than any re la t ionsh ip  a 
woman can have with a lover"33, surpassess the boundaries o f  mimeticism 
associated with Issy a l l  through the Wake. The predominance o f the 
le t t e r  '1 '  throughout is  not ju s t  an a l l i t e r a t iv e  device fo r  l ip s  as the 
mouth opens and closes; ju s t  as i t  is  part o f the sensuality o f Issy 's  
language, so i t  is  a le t t e r  which, when re f lec ted  in a m irro r, looks 
exactly the same3^* And yet o f course i t  is  not the same -  one is  a 
s ig n i f ie r ,  the other a s ig n if ie d .  The sensuality o f the re la t ionsh ip  
between the two is  emphasized by Issy above, and marks out the 
'uniqueness' o f her voice in  th is  respect. Issy 's  is  a voice predicated 
on intimacy and physical in te ra c t io n , but with a d iffe rence . As her 
language re ca l ls  the romance o f Gerty MacDowell in Ulysses, with i t s  
'p e t '  names, i t s  c liches and euphemisms, Issy in fa c t  avoids the sexual 
promiscuity she is  often accused o f d isp laying, ju s t  as Gerty does. Like
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Gerty, her sensual experiences concern he rse lf .  However here, instead o f 
ind ica ting  a c ripp led spinster to  a middle-aged man watching her from a 
distance, i t  is  Issy who 'sees ', thus eschewing a sense o f  physical or 
emotional need. Self-contained, she holds her fu tu re  w ith in  he rse lf,  
there is  no-one to  watch her walk o f f  a beach in to  a sunset which w i l l  
obscure her.
The l in g u is t ic  de ta il o f  Issy 's  language fu r th e r  re inforces 
th is  game o f m irroring which is  being played out in the te x t ,  as the 
ba rr ie rs  which a distance between s e l f  and image, s ig n i f ie r  and 
s ig n if ie d  sets up, u lt im a te ly  come crashing down through th is  moment o f 
s im ultane ity :
"Of course i t  was too kind o f  you, miser, to  remember my sighs in 
shockings, my often expressed wish when you were wandering about my 
trousseaurs and before I fo rget i t  don 't fo rge t, in  your extensions to  
my persona lity , when knotting my remembrancetie, shoeweek w i l l  be 
t r o t t in g  back with red heels a t the end o f the moon..." ( FW.144,20-25).
P lura ls : 'sighs in shockings', double consonants:
'trousseaurs ', repeated phrases: 'before I fo rge t i t  don 't  fo rg e t ' ,  and 
compound words: 'shoeweek', 'remembrancetie' -  a l l  perform a textual 
breakdown o f the ba rr ie rs  set up by the m irro r ,  between the clothes worn 
by Issy, and the clothes worn by the te x t .  Issy 's  words are double as 
are her clothes - shoes, trousers, stockings, even her 'remembrancetie' 
implies 'extens ions '. The l in e  which her c lo th ing  indicates between the 
outer show and the inner body hidden beneath becomes b lurred, as looking 
in to  the m irro r,  these clothes become transparent. Issy 's  body becomes 
her te x t ,  and vice versa, as she moves "beyond a l l  mirages, images and 
m irro rs " , in  the words o f Luce Ir ig a ra y33. In stepping outside o f the 
dichotomy set up by the m irro r,  stepping out o f the language o f the 
fa the r, Issy performs an act o f resistance, and speaks through touch: 
"Between us, one is  not the ' r e a l '  and the other her im ita t ion ...Touch 
yourse lf, touch me, y o u ' l l  see!"33*
Once again, closeness and distance come in to  p lay, yet th is  
time, the closeness o f  the embrace, o f  the intimacy o f  the re la t ionsh ip  
between s ig n i f ie r  and s ig n if ie d ,  is  a closeness which does not confine 
or r e s t r i c t .  F i l l i n g  the gap which ex is ts  between the s ig n i f ie r  and the
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s ig n if ie d ,  Issy 's  textual embrace performs a t r u ly  subversive act, as i t  
is  a touch which ensures the autonomy o f the a r t i s t .  Born not o f the 
embrace o f the fa ther and mother, Issy 's  a r t i s t i c  a b i l i t i e s  emerge from 
he rse lf ,  between contact between he rse lf  and her s e l f .  She achieves the 
a r t i s t i c  autonomy another young a r t i s t  searches fo r  in  the m irror o f  his 
mother; Stephen Dedal us "went in to  h is  mother's bedroom and gazed at his 
face fo r  a long time in the m irro r o f  her dressing tab le " ( P o r t r a i t , 71). 
The autonomy Stephen searches fo r  throughout P o r t ra i t  and Ulysses is  
found by Issy gazing not in the m irror o f  the mother, but in her own.
Through the gesture o f embrace then, Issy 's  narcissism becomes 
an experience which i ro n ic a l ly  reverses the process o f  motherhood: 
"Narcississies are as the doaters o f inversion" (FW.526,34-5). Instead 
o f Issy becoming l ik e  ALP, the older woman becomes l ik e  Issy, the way 
she was before she kissed an 'o th e r ' and stepped in to  the pond to  become 
a mother: "Secilas through th e i r  laughing classes becoming poolermates 
in laker l i f e "  ( FW.526,35-6). The predominance o f the le t te rs  '1 ' and 
' p ' which form such v i ta l  parts o f  both Issy 's  as well as ALP's tex ts  do 
not te s t i f y  to  Issy 's  im ita t io n  o f her mother, or o f ALP's voice 
drowning th a t o f her daughter's. On the contrary, in th is  te x t  o f 
reversa l, where everything is  turned around, where ' a l ice s ' becomes 
's e c i la s ' ,  i t  is  a marking o f the daughter's voice, o f the time before 
age begins37. Far from wanting to  become l ik e  her mother ' in  laker 
l i f e '  through the treacherous 'laughing cl asses'/looking glass, Issy has 
sensed the danger lu rk in g . The enjoyable past-time o f looking in  the 
m irro r, "making faces at her bachspilled likeness in  the brook" 
(FW.526,30-1), also has a threatening side: "Sure she was near drowned 
in pondest coldstreams o f admiration fo rh e rse lf"  (FW.526,28-29).
Issy 's  passing through time in  th is  sense becomes a movement 
forward, as opposed to  one o f re tu rn , o f  re turn to  her o r ig ins  which can 
only lead her to  death. Nor is  i t  a movement to  be held in a 
photographic lens, waiting to  be released. On the contrary, her te x t  is  
one o f resistance to  such a time, o f resistance to  a mother who waits 
behind the looking-g lass, "This is  my futuous, l ip s  and looks love las t"  
(FW.527,34-5). The daughter's time is  not one o f e te rn i ty ,  flowing on
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fo r  ever out to  sea, but ra ther a contrad ictory one o f re ve rsa l, 
contained as i t  is  w ith in  the m irro r .  " I  am making an engine with only 
one wheel. No spokes o f course. The wheel is  a perfect square", Joyce 
wrote to H arr ie t Shaw Weaver on 16th A p r i l ,  1927^®. I would suggest tha t 
square is  the frame o f the m irro r.
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"THE UNSPOKEN SPEECH BEHIND WORDS";
WOMEN'S VOICES IN 
"THE DEAD" AND A PORTRAIT OF THE ARTIST AS A YOUNG MAN.
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"The frame, which charts the disputed border between l i f e  and a r t , is  
the archetype of the marginal"1*
* * * * *
The sense o f a 'disputed border1 which C.Ruth M i l le r  speaks o f 
above, forms the basis fo r  the concluding chapter o f  my thes is . In th is  
concluding chapter, I am attempting to  draw together the main themes o f 
my thesis as a whole, and in demonstrating th e i r  e ffec ts  in the early 
works o f Joyce, A P o r t ra it  and the short s to ry , "The Dead", I seek to  
estab lish a c i r c u la r i t y  not only in  my own argument, but also in the 
representations o f women in Joyce's works themselves.
The end o f the preceding chapter focused on the frame o f the 
m irror which charts the 'disputed border' between Issy and her mother, 
between Issy and her image. As a frame which grants her a r t i s t i c  
autonomy through i t s  contrad ictory state o f re in fo rc in g  boundaries while 
b lu rr in g  them at the same time, the m irror operates mimetically through 
both image and voice. I ts  dup lic itous function finds a place in the 
mimetic q u a l i ty  o f the images and voices o f the male protagonists o f A_ 
P o r t ra i t  and "The Dead", as th is  chapter seeks to  demonstrate. I t  is  
through the trope o f mimesis th a t a 'fem in iza tion ' o f  Stephen Dedal us 
and Gabriel Conroy takes place, as women's voices and d is tu rb ing s e l f -  
images force them to  re-assess themselves, and to  move out, whether on a 
journey westward or beyond. Through the movement from visual objects to 
speaking subjects which is  a movement I have associated with female 
characters throughout my thes is , I turn to  read th is  same movement in 
these two male characters. Here I am making mimesis central to  the 
notion o f  representation which I have been associating with women in 
Joyce's works. In th is  f in a l  chapter I want to  show the e ffec ts  o f th is  
on two central male f igu res , fo r  the theme o f 'feminine f ic t io n s '  does 
not only apply to  women, but also to  what we presume to  be established- 
male voices, to  d is rup t and des tab il ize  them too.
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In h is study, A rt,  Mimesis and the Avant-Garde, Andrew 
Benjamin re ca lls  the h is to ry  o f mimesis as a "fundamental opposition 
between the inside and the outs ide"2 , and tha t i t s  re la t io n  to  a r t  is  a 
contrad ictory one. I t  is  w ith in  th is  d e f in i t io n  o f mimesis tha t I w i l l  
be juxtaposing two o f the most famous 'scenes' from the e a r l ie r  works o f 
Joyce mentioned above: the ' b i r d - g i r l '  on the beach in  A P o r t r a i t , and 
Gretta Conroy on the s ta irs  in "The Dead". Both figured by the male 
protagonists who gaze upon them, I w i l l  be using these 'moments' to  
explore the process o f  mimesis involved, as well as the im plications fo r 
space and time held w ith in  th is  frame; constitu ted as both scenes and 
moments, the b i r d -g i r l  and Gretta Conroy lend a d u p l ic i ty  to  the whole 
notion o f representation.
Andrew Benjamin acknowledges the h is to ry  o f im po ss ib i l i ty  which 
accompanies the theories o f mimesis, in i t s  demand fo r  contradictory 
notions to  e x is t  together:
"Mimesis, representation and the f ig u ra t iv e  do a t the same time 
acknowledge the ideal and i t s  im p o s s ib i l i ty . . .a  homology between the 
inside and the outside tha t a r t  could never susta in. I t  was thus tha t 
th is  homology moved away from the l i t e r a l  and became f ig u ra l .  The 
f ig u ra l necessitates an outside, a l i t e r a l i t y ,  and yet sanctions and 
defines a r t  as the trace l e f t  in  crossing the bar th a t separates and 
jo in s ,  s i le n t ly  or not, the re and the presentation"^*
The contrad ictory pos it ion  o f a r t  in  re la t io n  to  mimesis is  
embodied in a moment o f s im ultaneity  which constitu tes  not only an 
opposition between what is  inside the frame o f the work o f a r t ,  and 
outside o f tha t frame, but also a t the same time, a homology between the 
two. The ' im p o s s ib i l i ty '  o f  mimesis is  contained w ith in  th is  
contrad ictory moment, which extends fu r th e r  to  allow fo r  the p o s s ib i l i ty  
o f the mediation o f a r t  i t s e l f :  the ' t ra c e ' which, whether s i le n t  or 
not, is  the trace o f a r t  i t s e l f  crossing between the boundaries o f  the 
l i t e r a l ,  the outside, and the f ig u ra l ,  the ins ide. Framed in th is  way, 
the f igu re  w ith in  the pa inting i t s e l f  becomes the s i te  o f th is  
con trad ic tion , marking a 'cross ing ' o f  boundaries.
The space o f th is  moment is  i l lu s t ra te d  pe rfe c t ly  in  Joyce's _A 
P o r t r a i t , when the central character, Stephen Dedal us, suddenly comes
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across a young g i r l  while walking along the beach. Unidentif ied by him, 
nameless and without a p a r t ic u la r  re la t io n  to him, the g i r l  Stephen sees 
is  transformed in to  the ' f i g u r a l1, symbolised here as a b ird :
"A g i r l  stood before him in midstream, alone and s t i l l ,  gazing out to 
sea. She seemed l ik e  one whom magic had changed in to  the likeness o f a 
strange and beautifu l seabird. Her long slender bare legs were de lica te 
as a crane's and pure save where an emerald t r a i l  o f  seaweed had 
fashioned i t s e l f  as a sign upon the f l e s h . . . "  (P .150).
Outside the frame, th is  g i r l  is  material as her bodily features 
are emphasized by her 'long slender bare le g s ',  and her c lo th ing is  
described in  d e ta i l :  "Her slateblue s k i r ts  were k i l te d  bo ld ly  about her 
waist" (P .150), "white fr inges o f  her drawers" (P .150) and so on. Yet at 
the same time, figured w ith in  the frame, she is  immaterial, endowed with 
the s p ir i tu a l  q u a l i t ie s  o f  the V irg in  Mary which are represented through 
such physical association. The 's la te b lu e ' o f  her s k i r ts  re ca l ls  the 
symbolic colour o f  blue associated with the V irg in , as do the repeated 
references to  doves: "dovetailed" (P. 150), "darkplumaged dove" (P .150), 
and descriptions o f  her thighs "as ivo ry "  (P .150). As the real g i r l  is  
transformed in to  a b ird ,  'a strange and beautifu l seabird ' as i f  by 
'magic ', another immaterial form, aspects o f her l ik e  her ha ir  and face 
remain human, described as " g i r l i s h "  (P .150). Inside the frame o f 
Stephen's 'p a in t in g ' ,  the g i r l  displays tha t ' t ra c e ' which marks the 
crossing from real to  f ig u ra l ,  in  th is  instance almost l i t e r a l l y :  'save 
where an emerald t r a i l  o f  seaweed had fashioned i t s e l f  as a sign upon 
the f le s h ' .  The mark o f seaweed which marks her passage from outside the 
frame, as a real g i r l  on a beach to  ins ide the frame, as a 'strange and 
beautifu l seab ird ', operates through i t s  status as a 's ig n ' .  For in  
l iken ing  her legs to  a 'c ra n e 's ' ,  Stephen transposes a w r i te r ly  aspect 
onto his image o f the g i r l .  In mythology, the cranes wrote le t te rs  in  
the sky^, and i t  is  upon her 'c ra n e '- l ik e  legs tha t the sign o f the sea 
has w rit te n  i t s e l f .
Distanced from Stephen, the g i r l  at f i r s t  appears unaware o f 
Stephen's gaze upon her which transforms her through the deta iled note 
o f her dress. And yet, she proceeds to  re turn  his s tare:
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" . . .h e r  eyes turned to  him in qu ie t sufferance o f h is gaze, without 
shame or wantonness. Long, long she suffered his gaze and then q u ie t ly  
withdrew her eyes from his and bent them towards the stream, gently 
s t i r r in g  the water with her foo t h ith e r  and th i th e r "  (P .150).
In a moment o f in te ra c t io n , a look to  be reca lled  in  the 
'Nausicaa' chapter o f Ulysses where Bloom and Gerty MacDowell exchange 
glances on the beach o f Dublin, the g i r l  d isrupts the frame in  which she 
is  f igured, through her re f le c t iv e  stare and is  transformed not merely 
in to  an image associated with words, the f igu re  o f a crane, but in to  an 
image o f Stephen himself. Turning to  look back at him, the g i r l  performs 
the action o f the f ig u re ,  not in  a pa in ting , but in  a m irro r,  d isrupting 
the frame through the m a te r ia l i ty  o f her image. Her blush at his gaze, 
" . . . a  fa in t  flame trembled on her cheek" is  transposed onto Stephen 
h imself, as he blushes too: "His cheeks were aflame" (P .150). Likening 
her to  a b ird , ju s t  a f te r  he has spent much time pondering over the 
evocations o f f l i g h t  in  his own name "Dedalus", indicates how fa r  
Stephen has appropriated the g i r l  fo r  h imself. Even though there is  
silence at th is  moment, there is  noise at the same time. For although 
"no word had broken the holy silence o f h is ecstasy" ( P. 151), the 
movement o f the g i r l ' s  foo t in the water creates a s t i r r in g  o f the waves 
as "The f i r s t  f a in t  noise o f gently moving water broke the silence" 
(P .150). Sound also d isrupts.
In re ca l l in g  Stephen's name in  her appearance as a b ird , the 
g i r l  on the beach becomes not ju s t  an outer symbol o f Stephen's inner 
words or thoughts5, she is  also a re f le c t io n  o f them, a m irroring 
embodiment o f h is  name. The d isruption  o f  the frame here occurs through 
a spatia l transformation, a crossing-over o f one aspect onto another. 
The mimetic process inherent in Stephen's blush is  a h igh ly  visual one, 
an aspect associated with women through much o f Joyce's f i c t io n ,  as 
previous chapters have demonstrated5. Joyce's in te re s t in  the visual and 
i t s  association with women, is  often marked by such ' t ra ce s ' as blushes 
or p a r t icu la r  pieces o f c lo th ing , as a s im ila r  scene from his short 
story "The Dead", ind icates.
In th is  s to ry , the w ife o f the protagonist, Gretta Conroy, is  
also figured a t a po int o f cross-over. Just as the b i r d -g i r l  is  figured 
'a lone' and 'gazing out to  sea', Gretta is  s im i la r ly  standing alone on a
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stairway, her gaze looking out, a f ig u re  held both w ith in  and outwith 
the frame:
"He stood s t i l l  in  the gloom o f the h a l l ,  t ry in g  to  catch the a i r  tha t 
the voice was singing and gazing up at his w ife . There was grace and 
mystery in her a t t i tu d e  as i f  she were a symbol o f something. He asked 
himself what is  a woman standing on the s ta irs  in  the shadow, l is te n in g  
to  d is ta n t music, a symbol o f"  (D.188).
The central character o f th is  short s to ry , Gabriel Conroy, has 
arrived with h is w ife Gretta at h is aunts' annual dinner dance held at 
Christmas. A fte r the meal, when everyone is  catching cabs to  re turn 
home, Gabriel is  pre-occupied elsewhere; he is  gazing up at his w ife on 
the stairway inside the house, who is  unaware she is  being watched. She 
is  in  fa c t  l is te n in g  to  the tenor Barte ll D'Arcy singing in  another room 
upstairs and is  not aware o f her husband's presence a t a l l .
Standing ' in  the gloom', Gabriel s tra ins  to  hear what his wife 
is  l is te n in g  to  but i t  is  out o f his hearing, and instead, h is visual 
senses take over, in sp ite  o f the fa c t  tha t when he f i r s t  notices her, 
he id e n t i f ie s  her vaguely as only 'a woman' ("A woman was standing near 
the top o f the f i r s t  f l i g h t . . . " ;  D.188). Because o f  the darkness o f  the 
stairway and the h a l l ,  he is  unable to  see her face, and id e n t i f ie s  her 
instead by her c lo th ing : "He could not see her face but he could see the 
te rraco tta  and salmonpink panels o f her s k i r t  which the shadow made 
appear black and white. I t  was his w ife" (D.188). Anonymous to him, as 
the b i r d -g i r l  was to  Stephen, u n t i l  she is  recognized as his w ife , 
Gretta achieves tha t 'grace and mystery' which Gabriel confers on her, 
which returns her to  an anonymous s ta te . For in  h is  portrayal o f his 
w ife , Gabriel is  denying his re la t ion sh ip  with her, denying what she is  
to  him, 'as i f  she were a symbol o f something'. Achieving the status o f 
a 'symbol' through her anonymity, she once again becomes in d e f in i te ,  'a 
woman'. Such a movement from her id e n t i ty  as Gabrie l's  w ife to  the 
status o f an indeterminate 'symbol o f '  something, is  analogous with the 
sense o f an opposition between the inside and outside o f the frame, 
spoken o f above. For i t  is  outside the frame tha t Gretta is  granted her 
r e a l - l i f e  status through her re la t ion sh ip  with Gabriel -  indeed, the 
nature o f her status as marital is  emphasized from the very beginning o f 
the s to ry . I t  is  some time before we even hear her f i r s t  name, as she is
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repeatedly re ferred to  as "Mrs. Conroy" and "G abrie l's  w ife" (D.161). 
Inside the frame she loses tha t id e n t i ty ,  becoming a f igu re  id e n t i f ie d  
through her c lo th ing , through the materials o f the p ic tu re  she presents. 
The 'te r ra co tta  and salmonpink panels o f her s k i r t '  which ind icate to 
Gabriel who she is ,  become anonymous a r t i s t i c  devices; they are "dark 
panels" which would "show o f f  the l i g h t  ones" (D.188).
However, a t the same time, i t  is  th is  very opposition between 
inside and outside the frame which s im i la r ly  constitu tes the 'homology' 
between the two'7. For even as her c lo th ing  allows fo r  the p o s s ib i l i ty  o f 
the anonymous f igu re  o f  a pa in ting , so i t  id e n t i f ie s  Gretta as Gabrie l's  
w ife : "her s k i r t "  and "his w ife" ind ica te  tha t possession operates
w ith in  the frame as well as outwith i t .  Gust as with the b i r d - g i r l ,  
G retta 's  m a te r ia l i ty  displays the ' t ra c e ' which marks the crossing from 
the real to  the f ig u ra l .  And ye t, un like the b i r d - g i r l ,  Gretta remains 
unaware tha t she is  being looked a t;  she does not re turn G abrie l's  gaze. 
The re f le c t iv e  powers o f th is  re la t ion sh ip  are contained w ith in  the 
possessive q u a l i t ie s  a t t r ib u t in g  the f ig u re  to  a p a r t ic u la r  person.
The inescapab il i ty  o f th is  c i rc u la r  re la t ion sh ip  is  fu r the r 
emphasized by the meaning o f the 'p a in t in g ' i t s e l f ,  the ' t ra c e ' spoken 
about above. For while outside the frame is  the sound o f the music
Gretta hears, ' l is te n in g  to  d is ta n t music', inside the frame she becomes 
tha t sound: "Distant Music he would ca l l  the p ic tu re  i f  he were a 
pa in ter" (D.188). Unable to  hear the music himself which is  outside the 
frame, Gabriel transposes i t  onto the meaning o f the pa inting himself. 
Conferring the t i t l e  'D is tan t Music' upon the f igu re  o f Gretta allows 
Gabriel access w ith in  the frame to what she is  l is te n in g  to  as i t  gives 
him the possession o f something he previously did not have. His a r t i s t i c  
action has granted him au thority  and control which depend, in th is  case, 
upon the 's i le n ce ' o f the very th ing he is  s tra in ing  to  hear. Such a 
's i le n ce ' becomes even more contrad ic tory as the m a te r ia l i ty  o f  th is
image which constitu tes tha t silence f inds an echo la te r  in the s tory,
ju s t  as the image i t s e l f  is  an echo o f something e a r l ie r .  For la te r ,  
gazing back over th e i r  l i f e  together, Gabriel remembers a d i f fe re n t  form 
o f m a te r ia l i ty ;  the words o f a le t t e r  he wrote to Gretta early  on in 
th e i r  re la t ion sh ip :
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"In  one le t t e r  th a t he had w rit te n  to  her then he had said: Why is  i t  
that words lik e  these seem to me so dull and cold? Is i t  because there 
is no word tender enough to be your name? Like d is ta n t music these words 
tha t he had w r it te n  years before were borne towards him from the past" 
(D.192) .
The echo o f  the phrase 'd is ta n t  music' which Gabriel applies to  
his own words, i r o n ic a l ly  expressing fee lings o f l i t e r a r y  inadequacy, 
operates in  a c i rc u la r  way s im ila r  to  th a t o f the framing o f Gretta 
e a r l ie r .  For th e i r  app lication to  Gretta standing on the s ta irs  re fers  
forward in the te x t  to  something which took place previous to  th is  
instance. In other words, the pa inting 'D is tan t Music' is  an echo of 
something e a r l ie r  in  Gabrie l's  l i f e ,  and then is  i t s e l f  echoed la te r  in 
the actual te x t .  The ' t ra ce ' o f a r t  which the re la t ion sh ip  between 
inside and outside the frame leaves is  the m a te r ia l i ty  o f the image, 
which in  th is  case is  not simply the c lo th ing  as an a r t i s t i c  device fo r  
juxtaposing l i g h t  shades against dark ones, but the trace o f an echo; 
the p ic tu re  o f Gretta represents Gabrie l's  words to  her, she is  an echo 
o f his w r i t in g .
Both o f these instances from Goyce's early  works demonstrate 
very well the imaging o f  women which has been focused on throughout th is  
thes is . However, these examples would appear to  preclude the 
p o s s ib i l i ty  o f  the second part o f my equation, the pos it ing  o f women in 
Goyce's f ic t io n  as speaking subjects. And ye t, as Naomi Segal points 
out, while woman-as-echo is  "vo ice less", she is  also "incapable of 
s ilence"^. Constituted as echo here, Gretta is  s im i la r ly  rendered 
'vo ice le ss ':  "Gabriel was surprised a t her s t i l ln e s s "  (D.188), and yet 
at the same time, she is  'incapable o f s i le n c e ',  as she re ca l ls  her 
husband's words. The mimetic q u a l i ty  o f  the moment on the s ta irs  which 
presents a c i r c u la r i t y  not ju s t  o f space, through the f ig u ra l ,  but also 
o f time, through the echo, is  a mimesis which seems to  serve only to 
imprison Gretta in  her paradoxical s ta te .
In mythology, the f igu re  o f Echo is  imprisoned by her 
contrad ictory voice, which can only ever repeat others ' words, voicing 
what is  said by others, never he rse lf .  The echoing form o f mythology 
i t s e l f ,  a re p e t i t iv e  form o f s to ry te l l in g  which passes down ta les  o ra l ly  
from generation to  generation1^, is  re f lec ted  in  the dual f igures o f 
Narcissus and Echo, who are entwined together in th e i r  respective
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re f le c t in g  capacities. The importance o f  th is  myth here l ie s  
p a r t ic u la r ly  in i t s  f ig u r in g  o f Echo as female, a depiction which has 
had important im plica tions fo r  the claims o f my thesis  as a whole. 
Narcissus, the young man who desires his own re f le c t io n  in the water, is  
in turn desired by the female Echo who repeats h is words u n t i l  h is love 
fo r  himself consumes him and he dies. The dup lic itous nature o f Echo's 
voice, tha t o f speech, and yet only ever the speech o f others, is  
re inforced by her mythical fa te  which is  only ever to  repeat the words 
o f Narcissus, a male f ig u re :
"Echo's speech is  doubly displaced: not only are her words in i t ia te d  
by the man, but even her sound is  appropriated by an emgle o f hearing 
which expects, and therefore receives, a man's vo ice"11.
The 'double displacement' th a t Segal speaks o f above is  
d i re c t ly  re la ted to Gretta, in her pos it ion ing on the stairway. For 
Gretta too is  doubly displaced, not ju s t  by her f ig u r in g  as an echo o f 
Gabrie l's  le t t e r  to  her, but also as the embodiment o f the contents o f 
tha t le t t e r  where 'there is  no word tender enough to  be your name'. 
Gretta is  heard ne ither on the s ta irs  nor in the le t t e r  which cannot 
even say her name. Doubly silenced in th is  way, Gretta is  framed, l ik e  
Echo, between the ' i n i t i a t i o n '  o f  a man's voice, and the 'reception ' o f 
i t .  The c i r c u la r i t y  o f Echo's re f le c t iv e  powers locks the female f igu re  
in to  an endless moment o f repeating her male companion's thoughts and 
desires. The corre la t ion  between Gretta-as-Echo and the female 
characters in Ooyce's f ic t io n  as a whole, as female Echoes framed by a 
male w r i te r 's  voice, tha t o f Toyce, is  the re la t ion sh ip  which th is  
thesis has sought to  problematize.
Mythologically then, as well as te x tu a l ly ,  the n a rc is s is t ic  
q u a l i ty  o f Stephen's action performs a 'homology' w ith , as well as a 
contrast to ,  the echoing q u a l i ty  o f G abrie l's  f ig u r in g  o f  h is  w ife . 
However, in sp ite  o f  th e ir  both being linked with words and with 
w r i t in g ,  Gretta constitu tes an echo in  the way th a t the re f le c t io n  o f 
the b ird  g i r l  does not. For Gabriel has already found his voice and is  
w e l l -s a t is f ie d  with i t ,  as his speech at the dinner confirms. In sp ite  
o f h is f le e t in g  doubts, raised when his own voice comes in to  c o n f l ic t
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with a woman's, whether L i ly  the maid's, or Molly Iv o rs '12, Gabriel is  
reasonably assured o f h is own speaking powers:
" I t  unnerved him to  th ink  tha t she would be at the supper-table, looking 
up a t him while he spoke with her c r i t i c a l  quizzing eyes. Perhaps she
would not be sorry to  see him f a i l  in  h is speech. An idea came in to  his
mind and gave him courage. He would say...Very good: tha t was one fo r  
Miss Ivors. What did he care tha t his aunts were only two ignorant old 
women?" (D.174).
Gabriel is  confident o f himself fo r  a number o f reasons. He is  
educated and can draw upon l i te ra tu r e  and mythology fo r  h is sources, to 
pepper his speech with learned references to  impress h is l is te n e rs .  And 
yet i t  is  these very q u a l i t ie s  tha t he uses to  attack Molly Ivors and 
her heckling o f him over his a t t i tu d e  to  the west o f Ire land, as he 
argues tha t h is  hosts represent the h o s p i ta l i ty  which the "very serious 
and hypereducated generation" (D.174) does not possess. Belonging to  
such a group h imself, Gabriel is  unaware o f the irony o f h is attack, as 
he cannot id e n t i fy  himself as belonging to  i t .  His words dominate the
s to ry , to be echoed, as he imagines, by his w ife , as the irony o f his
own voice is  lo s t  upon him.
In con trast, Stephen is  only sure tha t h is  voice belongs
nowhere:
"He thought: The language in which we are speaking is  h is  before i t  is  
mine. How d i f fe re n t  are the words home, Christ, a le , master on his l ip s  
and on mine! I cannot speak or w r ite  these words without unrest o f 
s p i r i t .  His language, so fa m il ia r  and so fore ign , w i l l  always be fo r  me 
an aaquired speech. I have not made or accepted i t s  words. My voice holds 
them at bay. My soul f re ts  in the shadow o f h is language" (P .167).
The question o f language fo r  Stephen is  a question o f 
possession. For i t  is  'h i s ' ,  not 'm ine '; he must 'acquire ' i t  the way 
one would acquire an ob ject. Whereas possession fo r  Gabriel, indicated 
through the f ig u r in g  o f his w ife on the s ta ir s ,  granted a degree o f 
control and a u tho r ity ,  possession fo r  Stephen is  not yet a r e a l i t y .  
Appropriating the b i r d -g i r l  as re f le c t io n  o f his name is  Stephen's act 
o f possession, and i t  is  a double-edged one. For, in  id e n t i fy in g  with 
the g i r l ,  he id e n t i f ie s  with her s ilence, her voicelessness. The 
contrad ictory nature o f language, at the same time both 'so fa m il ia r  and 
so fo re ign ' places Stephen w ith in  th is  contrad ictory pos ition in his
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re la t io n  to  i t .  For i t  is  a language he must use, 'acqu ire1, even as he 
desires to re linqu ish  i t :  "When the soul o f a man is  born in th is  
country there are nets f lung a t i t  to  hold i t  back from f l i g h t .  You ta lk
to  me o f n a t io n a l i ty ,  language, re l ig io n .  I shall t r y  to  f l y  by those
nets" (P .178). In ' f l y in g  by those n e ts ' ,  Stephen seeks to  place himself 
'outside o f language', l ik e  Narcissus h im se lf1^, and l ik e  the b i r d - g i r l .  
S i le n t ,  voicing no words, the b i r d - g i r l  can only make a noise with her 
foo t,  r ip p l in g  through the waves. S im ila r ly ,  Stephen holds words 'a t  
bay', standing back ' in  the shadow', l i k e  Gretta, able only to  repeat 
the utterances o f others. Stephen's awareness o f the powerlessness of 
his own voice contrasts with the self-assurance Gabriel fee ls ; the b ird -  
g i r l  cannot be an echo o f a voice which does not speak, but she can be a
re f le c t io n  o f an image constitu ted by a name.
The 'fem in iza tion ' o f G abrie l's  and Stephen's voices which I 
spoke o f in the opening to  the chapter is  a process o f  d isruption which 
both protagonists experience in sp ite  o f th e i r  confidence in th e ir  
voices, or lack o f i t .  The subtle d iffe rence between mimesis as echo, 
amd mimesis as re f le c t io n  rests upon the use o f  speech, and the power o f 
the voice. What connects one so suredly with Gabriel, and the other with 
Stephen, l ie s  in the way in  which they both choose to  t e l l  s to r ies  about 
themselves. Gabriel and Stephen have adopted two d i f fe re n t  but re la ted 
means; Gabriel finds himself echoed in h is w ife 's  f ig u re , Stephen 
himself re f lec ted  in  the image o f the b i r d - g i r l .  For Gabriel, the
re p e t i t iv e  q u a l i ty  o f  the echo constitu tes  a t ru th  which cannot d isrupt 
the voice he has s tr ived  so hard to  es tab lish . The deceptive q u a l i ty  o f 
the echo has not occured to  him, and only comes la te r .
The f ig u r in g  o f Gretta on the s ta irs  has indeed been fo r
Gabriel an echo o f h is own words to  her, and thereby, an echo o f h is own 
fee lings towards her. As such, he s im i la r ly  expects her thoughts to  be 
echoes o f h is ,  ju s t  as her actions seem to  be. The p o s s ib i l i ty  o f  the 
echo, not as a re -vo ic ing  o f a t r u th ,  but as a r e - te l l in g  o f a s tory , 
with f i c t i v e  im plica tions, contrasting Gretta 's  inner emotions with h is , 
only s tr ike s  Gabriel when Gretta begins to  speak.
The te l l i n g  o f Gre tta 's  s to ry , o f  the young boy Michael Furey 
whom she knew in Galway and who died, i t  would seem, fo r  love o f her,
presents Gabriel with a series o f d is rup tive  self-images as he is
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"assailed" by a "shameful consciousness o f  h is own person" (D.197). What 
to him seemed standard-bearers o f the t ru th  o f th e i r  l i f e  together, 
"memories" and "secrets" (D.197), are u lt im a te ly  rendered f i c t i v e  by 
G retta 's  s to ry .
Until Gretta speaks we are presented only with Gabrie l's  inner 
thoughts such as his fee lings o f d isqu ie t at Molly Ivo rs ' behaviour: 
"Gabriel asked himself was he the cause o f her abrupt departure. But she 
did not seem to  be in il l-hum our: she had gone away laughing. He stared 
blankly down the sta ircase" (D.177), and his reaction to  L i l y 's  r e to r t  
to  h is joke about having a boyfriend: "He was s t i l l  discomposed by the 
g i r l ' s  b i t t e r  and sudden re to r t .  I t  had cast a gloom over him which he 
t r ie d  to  dispel by arranging h is cu ffs  and bows o f  h is t i e "  (D.163). His 
own nervousness at g iv ing the a fte r-d inne r speech is  also revealed: 
"Gabriel leaned h is  ten trembling f ingers on the tab lec lo th  and smiled 
nervously a t the company..." (D.181-2).
In each case, an inner emotion o f doubt, anxiety or d isqu ie t 
becomes v is ib le ,  whether shown on his face, 'stared b la n k ly ',  in his 
general demeanour, 'cast a gloom over h im ', or in  h is physical actions, 
'ten trembling f in g e rs ' .  His inner fee lings break out to  an outer show, 
passing over the boundaries th a t keep the two apart. His outer 
appearance is  very much constitu ted then by his own fee lings , his own 
response to  in te rac tion  with others, and i t  is  th is  appearance which 
indicates the extent o f the d isruption  caused to  him by Gretta 's  story . 
As she runs from him in th e i r  hotel room, over to  the bed, and 'hides 
her face' a t the s ta r t  o f  her s to ry , Gabriel passes in  f ro n t  o f a m irror 
and catches s igh t o f himself:
"As he passed in the way o f the cheval-glass he caught s igh t o f himself 
in f u l l  length, his broad, w e l l - f i l l e d  s h i r t - f r o n t ,  the face whose 
expression always puzzled him when he saw i t  in  a m irro r and his 
g l i t t e r in g  gilt-rimmed eye-glasses" (D.196).
In an echo o f the descrip tion o f the 'b lank ' expression o f his 
face in response to Molly Ivors, here his face in the m irror appears 
equally blank, i t s  expression puzzling him, te l l i n g  him no more than i f  
i t  were indeed qu ite blank. His face, the ob jec tive , descrip tive  de ta ils  
o f his appearance, here do not betray his emotions as the e a r l ie r
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descriptions o f him do; the m irro r here reveals nothing. Nothing tha t 
is ,  u n t i l  G re tta1s story is  f u l l y  to ld ,  when a second look in the glass 
a lte rs  his appearance, and hence h is view o f h imself:
"He saw himself as a ludicrous f ig u re ,  acting as a pennyboy fo r  his 
aunts, a nervous well-meaning sen tim enta lis t, orating to  vulgarians and 
idea liz ing  his own clownish lu s ts ,  the p i t ia b le  fatuous f igu re  he had 
caught a glimpse o f in the m irro r"  (D .197-8).
The sense o f time most importantly comes in to  play here. Now 
the image he saw e a r l ie r  becomes 'fa tuou s1, and 'p i t i a b le 1, and while 
there is  no ind ica tion  o f th is  e a r l ie r  when he f i r s t  looks in to  the 
m irro r, h is e a r l ie r  misgivings regarding his speech and so on in the 
face o f other d is tu rb ing words from other women, come back to  haunt him, 
and to  change his appearance before the glass. The nervousness o f  his 
'trembling f in g e rs ' becomes derogatory, showing him up as a 'pennyboy1.
In re f le c t in g  inner fee lings as well as an outer appearance, 
the m irror re f le c ts  G abrie l's  response to  his w ife 's  s to ry , and 
transforms how he sees h imself. I t  is  a f te r  hearing Gretta 's  s to ry , 
hearing her own words, not those echoes o f h imself, tha t the 
powerlessness o f his own words h i ts  him: "The blinds would be drawn down 
and Aunt Kate would be s i t t in g  beside him, cry ing and blowing her nose 
and te l l i n g  him how Tulia  had died. He would cast about in  h is mind fo r  
some words th a t might console her, and would f in d  only lame and useless 
ones" (D.200). This time, the frame he figures in h is mind places him, 
l ik e  Stephen, outside language. The very device he used before to  reach 
the sound which was outside the frame is  now the device to  cast tha t 
sound out o f h is reach fo r  ever. Time has set up a distance, a distance 
im ita t iv e  o f G abrie l's  emotional and physical distance from his w ife 
when she was standing on the s ta i r s .  For tha t moment o f  echoing has been 
revealed now to  be fa lse . The f ra c t io n  o f a gap which occurs between the 
o r ig ina l voice and the echo o f th a t voice has been widened to  allow fo r  
the p o s s ib i l i ty  o f f i c t i v e  elements, as Gabriel separates his own 
thoughts o f  th e i r  l i f e  together from what has been on G retta 's  mind a l l  
th is  time:
"While he had been f u l l  o f memories o f  th e i r  secret l i f e  together, f u l l  
o f  tenderness and joy and desire, she had been comparing him in  her mind
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with another. A shameful consciousness o f  his own person assailed him" 
(D.197).
'While he had been' contrasts with 'she had been', and although 
two a tt itudes  were taking place apparently at the same time, they are 
also separate, separated not only by th e i r  d i f fe re n t  h is to r ie s  and 
memories, but also by the very sentence i t s e l f .  Two comparative clauses, 
set one a f te r  the other, create a gap fo r  the f i c t io n  o f 'tenderness and 
joy and desire ' which paradoxically re in forces not a sense o f 
togetherness, but one o f being u t te r ly  apart.
In th is  way, the story o f Michael Furey and h is  love fo r  Gretta 
does not merely show th a t she has been th ink ing  about someone else while 
he imagined th e i r  minds to be on the same th ing , but also creates fo r 
Gabriel a sense th a t th e i r  whole l i f e  together has been a sham: "So she 
had had tha t romance in  her l i f e :  a man had died fo r  her sake. I t  hardly 
pained him now to  th ink  how poor a part he, her husband, had played in  
her l i f e "  (D.199). Doubts about h is re la t ionsh ip  with her emphasize the 
f i c t i v e  nature o f the world around him: "Perhaps she had not to ld  him 
a l l  the s tory" (D.199). In a s im ila r  action, the double looking in the 
m irro r, the second action an echo o f the f i r s t  taking place a f te r  a 
period o f time, presents us with two contrad ictory s to r ie s . The f i r s t  in 
re la t io n  to  Gabriel and his l i f e  with Gretta; the second, the re la t io n  
between the m irror and t ru th .  The m irro r,  more or less immediate, does 
not l i e ,  and yet the second look in the m irror fo r  Gabriel contrasts 
with the f i r s t .  For the m irror has become an echo, pu tt ing  i t s  status as 
t ru th  t e l l e r  in to  doubt. Emphasizing distance both in  time and space, 
the mirror-as-echo becomes a d is tu rb ing and unre liab le  device:
" . .a  m irror image is  always p r im ar i ly  outside and d is t in c t  from the 
s e l f :  i t  never t r u ly  resembles, ju s t  as la te ra l inversion means tha t 
the face we see in  the glass is  not the one we look out o f ,  and is  
framed in something tha t is  not u s . . .Narcissus loves something tha t 
is  not so much a double (another h imself, projected outward), as a 
mirror-image" .
Gabrie l's  view o f himself the second time he looks in to  the 
m irro r indeed becomes one which is  'outs ide the s e l f ' ,  as he becomes a 
f ig u re ,  an actor in a pantomime, 'ac ting  as a pennyboy fo r  h is aunts ', 
viewing himself as he imagines others see him, 'a nervous well-meaning
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sen tim en ta lis t1. I t  is  not the face he 'looked out o f 1 e a r l ie r  in the 
story as he proudly thanked his aunts and showed o f f  h is superior
education at the dinner tab le . While Stephen in the guise o f  Narcissus
looks a t the b ird  g i r l  and sees himself, Gabriel looks at himself and 
sees something else, something th a t is  outside o f h imself, a f igu re  in  a 
p lay. And yet, at the same time, th is  f igu re  is  one created by the 
turmoil o f his own inner emotions. For the second re f le c t io n  in  the 
m irror re f le c ts  f u l l y  Gabrie l's  subjective s e l f ,  and i t  is  a s e l f  
subject to  s to ry te l l in g  as the above quotation ind ica tes. The re f le c t io n  
in the m irror is  'never t r u e ' ;  l i k e  the representational form o f the
pa inting , i t  too 'frames', ju s t  as a s to ry , or a voice does. Displacing
the real body with i t s  representational form, the m irror s im i la r ly  
displaces Gabriel through the te l l i n g  o f  his w ife 's  s to ry . Gabrie l's  
voice becomes 'feminized' through such an action, cast aside by Gretta 's 
voice and the bodily  image o f Michael Furey. His words now are only 
'lame and useless' where once they were ' l i k e  d is ta n t music', as the 
ghost o f h is w ife 's  f i r s t  love enters the hotel room:
"The tears gathered more th ic k ly  in  his eyes and in the p a r t ia l  darkness 
he imagined he saw the form o f a young man standing under a dripping 
t re e . Other forms were near. His soul had approached th a t region where 
dwell the vast hosts o f the dead" (D.200).
The gap between the past and the present, the gap in time which 
ex is ts  a l l  through "The Dead" between Gretta and Gabriel, is  closed with 
the displacing o f Gabriel in to  the shadow where he once figured Gretta, 
' in  the p a r t ia l  darkness'. Gabrie l's  s igh t is  s t i l l  obscured, but not by 
the darkness o f a stairway. This time he is  blinded by his tears, 
'gathered th ic k ly  in  his eyes'. I t  is  w ith in  the hotel room th a t the 
ghost o f Michael Furey takes shape, h is  bodily presence emphasized not 
only by other 'forms' but also by the tree  under which the young man had 
stood, waiting fo r  Gretta, and the ra in  'd r ip p ing ' from i t  which was 
eventually to  be the cause o f h is death. Absent from the world and th e i r  
marriage fo r  a l l  th is  time, the re turn o f the young man through the 
memory o f the song 'The Lass o f Aughrim' is  so profoundly d is tu rb ing to  
Gabriel tha t he does not u t te r  another word a f te r  Gretta f in ishes 
t e l l i n g  her s to ry . Silenced by her words, he rea lizes the u n re l ia b i l i t y
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o f an echoing image and the in s ta b i l i t y  o f h is own id e n t i ty :  "His own 
id e n t i ty  was fading out in to  a grey impalpable world" (D.200). His f r a i l  
s u b je c t iv i ty  renders him a f ig u re ,  the inadequate words o f h is le t te rs  
to  Gretta to  be replaced by the voice o f an image: " .. locked in her 
heart fo r  so many years tha t image o f her lo ve r 's  eyes when he to ld  her 
th a t he did not wish to  l iv e "  (D.200). The imaging o f Gabriel in th is  
way indicates the extent o f the 'fem in iz ing ' o f h is character.
The play between outer re f le c t io n  and inner s u b je c t iv i ty ,  
whether through the m a te ria liza tion  o f a ghostly image or the 'fad ing 
ou t ' o f  a human id e n t i ty ,  is  a play which frames Stephen's response to 
the h e l l - f i r e  sermon o f Father Arnall a t Clongowes. The p o s s ib i l i t ie s  
fo r  such a dramatic shattering o f one's se lf-de lusions do not quite 
e x is t  fo r  Stephen as he has not the same concept o f possessing 'h is '  
language in the same way tha t Gabriel has. But f in d in g , l ik e  Gabriel, a 
s e l f - re f le c t io n  in the words o f others, Stephen too is  open to  a bodily 
re a l iz a t io n  o f h is inner fee lings in  fr igh ten ing  and threatening ways:
"The next day brought death and judgment, s t i r r in g  his soul slowly from 
i t s  l i s t le s s  despair. The fa in t  glimmer o f fear became a te r ro r  o f 
s p i r i t  as the hoarse voice o f the preacher blew death in to  h is soul. He 
suffered i t s  agony. He f e l t  the death c h i l l  touch the extrem ities and 
creep onward towards the heart, the f i lm  o f death v e i l in g  the e ye s .. ."  
(P .101).
Building up to  a crescendo o f "No help! No he lp !" ( P.101), the 
rh e to r ic  o f  the preacher has in f i l t r a t e d  Stephen's own thoughts. What 
appears at the begininning o f th is  passage to  be at f i r s t  the preacher's 
voice we soon discover in  fa c t  to  be Stephen's when we are informed 'as 
the hoarse voice o f the p reach e r,. ' .  The reported speech o f  the 
preacher, incorporated in to  Stephen's language, performs a double action 
here. For i t  not only re f le c ts  h is words being im p l ic i t l y  repeated by 
Stephen, but also incorporates the emotion o f Stephen's response to  i t :  
'he f e l t  the d e a th c h i l l ' ,  ' f e a r ' ,  'agony', 'creep' and so on. The 
p h ys ica l i ty  o f  the preacher's rh e to r ic  becomes re f lec ted  in the fee lings 
o f a frightened and g u i l ty  young boy as he l is te n s .  Stephen's response 
in th is  way is  o f p a r t ic u la r  importance, fo r  i t  creates the p o s s ib i l i ty  
o f another re f le c t in g  use o f language. For not only are the preacher's 
words re f lec ted  in Stephen's response, but they are affected b^ his
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response. The re lay ing o f the preacher's words through reported speech 
disallows the p o s s ib i l i ty  o f o b je c t iv i ty  in th is  context; they are 
infused with Stephen's personal fee lings . As such, th e i r  co lourfu l 
rh e to r ic  is  not the prerogative o f  the preacher alone; some o f th e i r  
colour is  a t t r ib u ta b le  to  the response o f a young boy su ffe r ing  fee lings 
o f sexual g u i l t  a f te r  nocturnal v is i t s  to  p ro s t i tu te s .  His ind iv idual 
g u i l t  assumes universal proportions as he 'su ffe rs  i t s  agony', the agony 
o f Christ su ffe r ing  fo r  mankind. Framed w ith in  Stephen's response, the 
i n i t i a l  indeterminacy o f the voices reveals a confusion o f the frames o f 
reference. For the physical presence o f  death 'v e i l in g  the eyes' renders 
tangib le a sense o f fea r; i t  is  a physical ' f i l m ' ,  preventing him from 
seeing. The physical nature o f h is fear re f le c ts  o f  course, the physical 
nature o f h is crimes, which have s im i la r ly  blinded him^5:
"Tears o f joy and r e l i e f  shone in h is delighted eyes and his l ip s  parted 
though they would not speak...With a sudden movement she bowed his head 
and joined her l ip s  to  h is and he read the meaning o f her movements in 
her frank u p l i f te d  eyes. I t  was too much fo r  him. He closed his eye s ..."  
(P .90).
The descrip tion o f h is f i r s t  v i s i t  to  a p ro s t i tu te  also conveys 
th is  in a b i l i t y  to  see properly. His eyes veiled a t f i r s t  by the tears, 
and then by the im p o ss ib i l i ty  o f re turn ing her gaze upon him, Stephen 
closes his eyes. The frame o f reference, the meaning o f  the p ro s t i tu te 's  
actions, is  'too much fo r  him '; the sense o f su ffe r ing  a t the words o f 
the preacher is  echoed by th is  fee ling  o f being overwhelmed. The 
in a b i l i t y  to  r e f le c t  himself in  her eyes, however, i r o n ic a l ly  renders 
the ph ys ica li ty  o f the moment redundant. Whereas the moment with the 
b i r d -g i r l  was rendered tangib le  and m ateria l, even while no physical 
contact was made, here where physical contact does take place, the 
woman's kiss becomes a pressure "upon h is brain as though they were the 
vehicle o f a vague speech" (P .90). Unable to  r e f le c t  himself in her, he 
can only 'read her movements', receive her meaning. Rendered a 
receptacle in  th is  way, o f another's utterances and movements, Stephen's 
voice a l l  but disappears. Unable to  speak, unable to  look, Stephen 
attempts to  remove his presence; the "unknown and t im id  pressure, darker 
than the swoon o f s in " (P .90) becomes Stephen's recreation o f  the swoon 
suffered by Gabriel as the snow outside his hotel room f a l l s :  "His soul
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swooned slowly as he heard the snow f a l l i n g . . . "  (D.201). Turning his 
bodily presence in to  an absence through his in te rac tion  with the 
p ro s t i tu te ,  Stephen seeks to  experience the epiphany Gabriel 
in v o lu n ta r i ly  fe e ls .  But where G abrie l's  presence was displaced, to  be 
occupied by the form o f another, there is  no Michael Furey to  take 
Stephen's place.
Such an act o f turn ing what is  present in to  what is  absent 
s im i la r ly  ind ica tes, as the imaging o f Gabriel does, the 'fem in iz ing ' 
process o f Stephen here. The 'fem in iza t io n ' o f  Gabrie l's  voice is  a 
negative experience as his voice is  taken over by the narra tor o f  the 
story "The Dead" i t s e l f 16. Turned in to  a f igu re  the way he figured his 
w ife , Gabriel is  forced to  cons titu te  himself through m irrors and 
c lo th ing , concerns more t r a d i t io n a l ly  associated with women, as my 
thesis has been demonstrating. Here i t  is  c lear th a t such an association 
can become d ire c t ly  threatening fo r  the male f igu re  who aspires, l ik e  
Gabriel, to  be an a r t i s t .  The desire fo r  self-effacement, the 
ind if fe rence o f the a r t i s t  " l ik e  the God o f the creation" who "remains 
w ith in  or behind or beyond or above his handiwork, in v is ib le ,  re fined 
out o f existence" (P .188) which Stephen speaks o f ,  also carr ies  with i t  
the th rea t o f s e l f -a n n ih i la t io n ,  and non-existence. The displacement o f 
Gabrie l's  voice casts him in to  the world o f the shades; Stephen, 
searching fo r  a r t i s t i c  autonomy ra ther than a r t i s t i c  silence, 
contemplates more material subs titu tes .
Reinforcing the play between frames, as the frames o f reference 
become those o f  the body and i t s  outer garments, c lo th ing  becomes fo r 
Stephen the form o f self-effacement he seeks in order to  experience the 
paradoxical condition o f the epiphanic moment, a metaphor he invokes 
when explaining the concept to  h is  fr ie n d  Cranly in  Stephen Hero:
" I t s  soul, i t s  whatness, leaps to  us from the vestment o f i t s  
appearance. The soul o f  the commonest ob ject, the s truc ture  o f which is  
so adjusted, seems to  us rad ian t. The object achieves i t s  epiphany" 
(SH.190).
The contrad ictory d isso lu t ion  o f the s e l f  with the 
in te n s i f ic a t io n  o f fee ling  which accompanies the epiphany, disrupts the 
frames between the body and the soul, as the 'whatness' o f the object
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discards i t s  frame which is  rendered in  s im ila r  c lo th ing  terms, 
'vestment1. F igura tive ly  dressing in the borrowed garb o f the p r ie s t ,  
Stephen considers jo in in g  the priesthood and attempts to  adopt the 
language, as well as the mannerisms, o f  the Church, in  order to  achieve 
th is  contrad ictory s ta te :
"He had seen himself, a young and silentmannered p r ie s t ,  entering a 
confessional s w i f t ly ,  ascending the a lta rs teps , incensing, genuflecting, 
accomplishing the vague acts o f the priesthood which pleased him by 
reason o f th e i r  semblance o f r e a l i t y  and o f th e i r  distance from i t "  
(P .140).
For Stephen, the image o f the p r ie s t  takes precedence over the 
meaning o f the acts themselves and becomes an image he longs to  take on 
board fo r  himself: 'he had seen h im se lf ' .  I t  is  an image infused with 
p a r t ic u la r  gestures and mannerisms, i t s  meaning transmitted through 
'entering a con fess ional', 'ascending the a l ta rs te p s ',  'genuflec ti/ ig ' 
and so on. However, Stephen's desire is  not to be a p r ie s t ,  but to 
pretend to  be one; what appeals to  him is  not the r e a l i t y  o f  the 
priesthood but the very opposite, the ' semblance o f r e a l i t y  and th e i r  
distance from i t '  (my underline). And, by im p lica t ion , in  a c irc u la r  
gesture, i t  is  as though by assuming 'voices and gestures' o f  p r ies ts  he 
has observed, tha t he too can become one. In th is  way, the priesthood 
becomes qu ite  l i t e r a l l y  a 'hood' fo r  him - a piece o f c lo th ing  to  
protect him from the re s t o f the world. Clothing is  emphasized a l l  
through th is  passage quoted above: " to  be vested with the tu rn ic le  o f 
subdeacon" (P .140, an echo o f  the 'vestment' o f  the epiphany quoted 
above), "h is shoulders covered with a humeral v e i l "  (P .140), " in  a 
dalmatic o f c lo th  o f  gold" (P .140). For i t  is  not h imself as a p r ie s t  
tha t Stephen sees at a l l ,  i t  is  the image o f himself as a p r ie s t ,  and 
th a t image is  e n t i re ly  concerned with outer garments, the v e i l ,  the 
tu rn ic le ,  which cover what l ie s  beneath.
The e ro t ic  a tt ra c t io n  o f th is  kind o f dress is  double fo r  
Stephen as i t  not only hides something which cannot be seen, i t  also 
suggests a confusion o f id e n t i t ie s .  I ts  frame o f reference is  an 
ambiguous one, as Marjorie Garber notes:
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" . . . th e  case o f ecc le s ia s tica l or re lig io u s  dress is  p a r t ic u la r ly  
fasc ina ting  because o f the ways in  which p a rtic u la r  items o f c lo th ing  
have tended to  cross over gender lin e s , not through un ifo rm ity  per 
s e ...b u t ra the r by the m igration o f s ty les  over time from one gender 
to  another...The permeable boundary o f the cowl or v e il becomes a 
borderline between denial or repression on the one hand and sexual 
fantasy on the o ther, p ro jec ting  both desire and i t s  in te rd ic t io n  in  
the same f ig u re "17.
As d if fe re n t forms o f dress pass over gender lin e s , those 
lin e s , instead o f becoming more re laxed, are in  fa c t re in fo rced . Here, a 
'permeable boundary' becomes a 'b o rd e r lin e ',  emphasizing separateness. 
Not only does dress mark the border between the d if fe re n t genders o f 
male and female, i t  also emphasizes fo r  the p r ie s t the s o lita ry  s ta te  o f 
h is  primary fun c tion . The symbolism o f the acts o f the p r ie s t
'g e n u fle c tin g ', 'ascending the a lta r  steps' and so on, are performed 
alone. 'Semblance' and 'd is tance ' allow fo r  a b a rr ie r between the p r ie s t 
and the real world, ju s t as the confessional sets up a physical b a rr ie r 
between the confessor and the confessee: "the la t t ic e d  ear o f a p r ie s t"  
(P .192). This sense o f being set apart is  re in forced through the very 
functions o f the p r ie s t, as well as in  h is  dress and i t  is  the
p o s s ib il i ty  o f being a party to  'se c re ts ' heard in  the confessional 
which p a rt ly  a ttra c ts  Stephen. R eflecting the sense o f the dress o f the 
p r ie s t h id ing id e n t ity  'sec re ts ' under the 'v e i l '  or 'c o w l',  the fig u re  
o f the p r ie s t b lu rs  those boundaries even while he appears to  be 
re in fo rc in g  them. For u ltim a te ly , the use o f the v e il is  p r im a rily  to  
hide what l ie s  beneath; what th a t may be, Garber im plies, is  a
transgression o f sexual boundaries -  th a t beneath the nun's ve il is  a 
male body, or under the monk's hood is  the head o f a woman. The
confusion a r is in g  from the s ig n if ie rs  o f a re lig io u s  dress-code creates 
a sense o f borders being transgressed, prec ise ly  a t a time when they 
appear to  be re in fo rced . Aspects o f the p r ie s t 's  c lo th in g  have been 
taken on board by women -  Garber c ite s  wigs and frock-coats as examples 
o f re lig io u s  a t t i r e  which crossed over, in  the f i r s t  case from women to  
p r ie s ts , in  the second from p rie s ts  to  women. The im p lica tions o f such 
cross-dressing are not e n tire ly  lo s t on Stephen, espec ia lly  la te r  when 
he gazes a t h is  fr ie n d , Cranly:
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" I t  was a p r ie s t l ik e  face, p r ie s t l ik e  in  i t s  pal lo r . . .p r ie s t l ik e  in  the 
l ip s  tha t were long and bloodless...S tephen...w ould have to ld  him self 
tha t i t  was the face o f a g u ilty  p r ie s t who had heard confessions o f 
those whom he had not power to  absolve but th a t he f e l t  again in  memory 
the gaze o f i t s  dark womanish eyes" (P.158).
Such a l in k  between 'a p r ie s t l ik e  fa c e ', 1 the face o f a g u ilty  
p r ie s t1 and 'dark womanish eyes' re in fo rce  the sense o f something to  
hide, s p e c if ic a lly  in  i t s  associations w ith women. The p r ie s t 's  face is  
not only womanly, i t  is  also a mask and as such operates doubly, not 
only to  conceal but also to  re f le c t :  " . . .h e  ra ised h is  eyes to  the 
p r ie s t 's  face, and seeing in  i t  a m irth less re fle c t io n  o f the sunken 
da y ...th e  impression which effaced h is troubled selfcommunion was tha t 
o f a m irth less mask re f le c t in g  a sunken d a y ..."  (P .141). Recalling 
'vo ice and ge s tu re ', the mask s im ila r ly  re in fo rces a sense o f something 
to  be assumed. The priesthood fo r  Stephen has become a matter o f pu tting  
on a piece o f c lo th in g , as the p r ie s t 's  face, remembered as a 'm irth less 
mask' is  prec ise ly  'e ffa c in g ' as Stephen fe e ls ; there is  no face here as 
a mask has taken i t s  place. In fa c t, the p r ie s t 's  face becomes a 
re f le c t iv e  one, re fle c t in g  the 'm ir th le s s ',  o f the 'sunken day', and 
then transposed to  create a ce rta in  kind o f appearance, 'm irth less 
mask'. I t  is  a face which hides, 'a g u ilty  p r ie s t who had heard
confessions', and which also reveals through i t s  re f le c t iv e  powers. In
liken ing  Cranly's face to  both a woman and a p r ie s t,  Stephen does not 
ju s t make a ve iled  attack on the fig u re  o f the p r ie s t fo r  i t s  feminine 
garb, but also associates i t  w ith  a sense o f deviousness and deception 
which, through the a ttr ib u te s  o f c lo th ing  l ik e  the ve il and the mask, 
are t ra d it io n a lly  associated w ith women. The 'm igra tion  o f s ty le s ' 
Garber speaks o f above also involve a m igration o f connotations. For
Stephen the p r ie s t 's  c lo th ing  loses none o f i t s  secondary meaning.
The association o f women and deception comes through th e ir  
a b i l i t y  to  don v e ils  and masks, l ik e  the p r ie s ts , and a lso , l ik e  the 
p r ie s ts , in  th e ir  a b i l i t y  to  keep secrets, as Gabriel has le a rn t to  his 
cost. In a p a ra lle l story to  th a t o f G re tta 's  and Michael Furey, 
Stephen's fr ie n d  Davin recounts the time a young peasant woman offered 
to  le t  him spend the n ight in  her home w hile  her husband was away. This 
tim e, the young man standing outside is  a stranger, but he too refuses
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to  come in ; as in  G re tta 's  s to ry , i t  is  the woman who crosses over to  
meet him;
"And a ll the time she was ta lk in g , S tevie, she had her eyes fixed  on my 
face and she stood so close to  me I could hear her breath ing. When I 
handed her back the mug a t la s t she took my hand to  draw me in  over the 
threshold and sa id : Come in and stay the night here. You've no call to 
be frightened. There's no one in i t  but ourselves...1  d id n 't  go in , 
Stevie" (P .162).
Inv ited  over the threshold by the openness o f the woman's body, 
"h a lf undressed.. .her breast and shoulders were bare" (P .162) which 
re fle c ts  the openness o f her house, "a t the door" (P .162), Davin is  
"kept in  ta lk "  (P .162) by the woman. Her voice holds him a t the entrance 
to  her house, 'she asked me', 'she sa id ' and so on, te l l in g  s to ries  to  
delay h is departure, in v it in g  a strange man to  cross over the threshold 
and in to  her p riva te  home. The woman stands a t the entrance to  a 
constric ted  space, a space which is  t ra d it io n a lly  associated w ith women:
"What (M oriso t's ) balustrades demarcate is  not the boundary between 
public and p riva te  but between the spaces o f m asculin ity and 
fe m in in ity  inscribed a t the leve l o f both what spaces are open to  men
and women and what re la tio n  a man or a woman has to  th a t space and
i t s  occupants"18.
The gendering o f spaces through the association o f women w ith 
the p riva te  and men w ith the pub lic  was one taken on board by female 
a r t is ts  o f the period, as Griselda Pollock points out above. In place o f 
'ba lus trades ', here the woman is  framed by the doorway which designates 
the space behind her as female, and the space outside, where she keeps 
Davin standing, as male. Yet i t  is  not so much the pub lic  versus the
p riva te  th a t Davin notices; l ik e  the female a r t is ts  o f P o llock 's
quotation above, the spaces fo r  him are gendered. The peasant woman 
opens her house, as well as her body, to  the man a t her door, as a 
re s u lt o f which, th is  space is  gendered fem inine, not so much because i t  
is  a p riva te  place per se, or even because o f i t s  domestic associations 
w ith women, but because i t  is  a place fo r  men to  enter in to . Constituted 
as a bodily presence - Davin can 'hear her breath ing ' as she 'stood so 
close to  me' -  the fig u re  o f the woman fu rth e r genders th is  space as 
feminine through the re lay ing o f th is  story  from one male fig u re  to
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another. Although the peasant woman speaks d ire c t ly  to  Davin, her voice 
necessarily becomes a reported one, and her home a represented space. 
T e llin g  the s to ry , Davin places her in  the doorway, as she is  framed in  
the re lay ing  o f the story from Davin to  Stephen:
"The la s t words o f Davin's story sang in  h is  memory and the fig u re  o f 
the woman in the story stood fo r th , re fle c te d  in  other figu res o f the 
peasant women whom he had seen standing in  the doorways a t Clane as the 
college cars drove by, as a type o f her race and h is  own, a b a tlik e  soul 
waking to  the consciousness o f i t s e l f  in  darkness and secrecy and 
lone liness, and, through the eyes and voice and gesture o f a woman 
w ithout g u ile , c a llin g  the stranger to  her bed" (P .162).
Through the te l l in g  o f the s to ry , the bod ily  th rea t o f the 
woman is  dim inished. The voice which chases Davin o f f  becomes a reported 
voice, 's in g in g ' in  Stephen's memory. However, in v it in g  Davin to  take 
her hand and enter her home, the woman crosses over ce rta in  designated 
lin e s , threatening the boundaries th a t separate her 'ra ce ' which stands 
in  doorways, from th a t o f the 'co llege  cars ' which pass by, even while 
she is  re in fo rc in g  them. Reminiscent o f the p ro s titu te  who must be 
handed money fo r  access to  her body, the peasant woman s im ila r ly  takes 
Davin by the hand to  draw him in .  Refusing her o f fe r ,  Davin runs away 
from the ambiguous transaction the woman represents.
D isrupting her frame in  th is  way, the woman becomes an unstable 
id e n t ity ,  and hence an id e n tity  which can be assumed. The peasant woman 
comes to  be m ulti p ly - 'f ig u re d ' here: positioned as a fig u re  standing in 
a doorway, as a fig u re  which is  're fle c te d  in  other figu res  o f the 
peasant women he had seen', and also as a fig u re  in  the story to ld  by 
Davin to  Stephen. Placed a t the threshold o f her home, she is  also 
placed a t the edge o f the frame, both the frame o f the story  i t s e l f ,  and 
o f her own id e n tity  as a 'ty p e ',  'a type o f her race and h is  own'. In 
much the same way th a t the face o f the p r ie s t was rendered a 'mask', the 
woman's id e n tity  is  transformed in to  a 'b a t lik e  sou l' w ith which Stephen 
can id e n t ify .  Id e n tify in g  h im self w ith the woman, 'as a type o f her race 
and h is  own', he id e n t if ie s  w ith her d is rup tin g  o f the frame, w ith her 
stepping over the boundaries, w ith her voice 'c a ll in g  the stranger to  
her bed'. In con trast to  the deceptive q u a lity  o f women noted e a r lie r  in  
connection w ith p r ie s t 's  c lo th in g , th is  is  an assumed id e n tity  'w ithou t
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g u ile 1. That is ,  the peasant woman has become Stephen's own s to ry , she 
is  a 'consciousness' which can be adopted and relayed through the 
appearance o f a woman, 'through the eyes and voice and gesture o f a 
woman'. Framed as an absence through the reporting  o f the inc ide n t, the 
physical presence o f the woman is  rendered a d isguise, a dup lic itous  
presence. For although her voice is  heard through the voice o f another, 
Davin's, i t  also marks and crosses the boundary between the frames.
dust as the peasant woman stretches her hand across the 
threshold, so too Gretta makes a bod ily  crossing over o f boundaries. As 
her voice crosses over from the immaterial world in to  the m a te ria l, so 
in her own story she crosses over the threshold to  Michael Furey as he 
stands outside in  the garden below a tre e , w a iting  fo r  her:
" . . . I  heard gravel thrown up against the window. The window was so wet I 
cou ld n 't see so I ran downstairs as I was and slipped out the back in to  
the garden and here was the poor fe llo w  a t the end o f the garden, 
sh ivering" (D.199).
Unlike Gabriel who dresses up in  galoshes to  cross the 
fro n tie rs  o f the house in to  the snow outside, Gretta runs out 'as I was' 
w ithout a p ro tec tive  covering. The m ateria l b a rr ie r  between them, the 
window against which Michael Furey threw gravel in  an attempt to  a tt ra c t 
her a tte n tio n , is  'so wet th a t I co u ld n 't see '. The window prevents 
id e n t if ic a t io n  but Gretta crosses over the thresho ld, 's lip p in g  o u t' o f 
the house, in  order to  see who i t  may be. The doorway presents no 
b a rr ie r to  her, i t  is  merely a cross-over po in t to  id e n t if ic a t io n .
Her voice becomes tang ib le  to  Gabriel as she speaks, material 
in  i t s  weight and strength: " I  th in k  he died fo r  me, she answered. A 
vague te r ro r  seized Gabriel a t th is  answer as i f ,  a t th a t hour when he 
had hoped to  triumph, some impalpable and v in d ic t iv e  being was coming 
against him, gathering forces against him in  i t s  vague world" (D.198). 
The physical q u a lity  o f her words: 's e iz in g ',  'coming a g a in s t',
'gathering fo rc e s ', ind ica tes the transform ation o f the im m ateria l, a 
voice or a ghost, something which cannot be seen or touched, in to  the 
m a te ria l, a 'be ing ' which is  capable o f waging war. This transform ation 
which re c a lls  the physical e ffe c t o f the preacher's words on Stephen, 
d if fe rs  from th a t in s ta n t in  i t s  transgression o f borders, a
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transgression which u ltim a te ly  is  la rg e ly  associated w ith women in  both
"The Dead" and A P o r t ra it , Oust as the window is  a tang ib le  force
against G retta, so her 'answer' becomes a tang ib le  force against
1 QG abriel; the d iffe rence  is  th a t she crosses over i t  .
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CONCLUSION
The 'disputed borders' spoken o f a t the beginning o f th is  
chapter are figu red  then in  Joyce's ea rly  work ju s t  as much as h is la te r  
f ic t io n .  The imaging o f Stephen and Gabriel takes place through mimesis, 
through m irro rin g , and is  one which re su lts  in  a loss o f voice, or a 
fe e lin g  o f inadequacy in  one's voice. Moving on from imaging, to  
becoming a speaking sub ject, is  ju s t  as problematic fo r  these male 
protagonists as i t  is  fo r  the female characters.
Seeking to  become a sub ject, Stephen re fe rs  to  the frame o f his 
mother's m irro r, "...h a v in g  hidden the book, he went in to  h is  mother's 
bedroom and gazed a t h is face fo r  a long time in  the m irro r o f her 
dressingtable" (P .65-6)2®, an id e n t if ic a to ry  process which guides him to  
the frame o f h is  la s t  words, the f i r s t  person voice o f the d ia ry en try . 
Closing the gap between the 'frames o f a r t  and l i f e ' ,  to  re ca ll C.Ruth 
M il le r 's  words a t the beginning o f th is  chapter, Stephen becomes pa rt o f 
the f ic t io n ,  framed by h is  d ia ry  and the t i t l e  o f the novel i t s e l f ,  "A 
P o r tra it" .  As he prepares to  leave Ire land and set out to  "forge in  the 
smithy o f my soul the uncreated conscience o f my race" (P .218), he is  
aware o f both the re f le c t iv e  as well as the f ic t iv e  powers o f language, 
the dup lic itou s  sense o f 'fo rg e ' cannot be lo s t upon him. His mother's 
lay ing  out o f "new" clothes fo r  him which are also "secondhand" before 
he sets out on h is  journey m irrors such an ambivalence (P .218).
Joyce h im se lf is  reported to  have commented: "When your work 
and l i f e  make one, when they are interwoven in  the same fa b r ic . .  1. 
Stressing not so much the co rre la tio n  between biography and f ic t io n ,  
th is  comment concerns ra ther the b lu rr in g  o f the lin e s  between biography 
and f ic t io n ,  as the borders between l i f e  and a r t  indeed become 
'd isp u te d ', and frames d isrupted. For the women s to ry te lle rs  o f his 
f ic t io n ,  these demarcations are even more obscurely drawn. Framed by the 
work o f the a r t is t ,  by the borders o f a pa in ting  or the rim  o f a m irro r, 
women in  Joyce's f ic t io n  and in  Joyce's l i f e  do fin d  themselves 
re s tr ic te d , ever to  be compared w ith each other, as Nora's words a t the 
beginning o f my In troduction ind ica ted . However, ju s t as Nora re je c ts  
the f ic t io n a l boundaries o f the body o f Molly Bloom, so too the women in 
Joyce's f ic t io n  f in d  they can challenge what re s tr ic ts  them. While they
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may be unable to  set out in  qu ite  the same way as Stephen, they are 
nevertheless s im ila r ly  poised a t the edge o f the frame. Speaking from 
the margins, they already occupy the cross-over space Stephen is  seeking 
to  ' f l y  t o 1, the place o f the a r t is t .
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NOTES
1. C.Ruth M ille r , V irg in ia  Woolf:The Frames o f Art and L ife , 
London:Macmillan Press, 19§6; p.107.
2. Andrew Benjamin, A rt. Mimesis and the Avant-Garde, New York and 
London:Routledge, 1991; p .18.
3. Benjamin, c f .o p .c i t . ;  p .18.
4. "Cranes were said to  make le t te rs  in  the sky, carry ing  the code o f
the f i r s t  I r is h  alphabet" F.L. Radford, "Dedalus and the B ird -G ir l:  
C lassical Text and C e ltic  Subtext in  A P ortra it" , James Joyce Quarterly 
vo l.24 , no.3, 1987; p .265.
5. Gary J. Poplawski also notes th is  m irro ring  aspect, but sees i t  
more as a s tra igh tfo rw ard  representation o f Stephen's inner emotions 
re fle c te d  on the outside: "Stephen ruminates th a t h is  real in te re s t and 
desire might l i e  in  h is  own 'in n e r world o f ind iv idua l emotions' as i t  
becomes 'm irro re d ' in  language ...th is  preference fo r  the fee lings  o f h is 
inner world over perception o f the sensible world is  re in forced 
sym bolically by Stephen's weak e y e s ..."  in  "S tasis and Para lysis: 
Stephen Dedalus and Gabriel Conroy", Bull State U n ivers ity  Forum v o l.27, 
no.3, 1986; p .45.
6. The blush in  p a rtic u la r has already been explored in  d e ta il in  my 
f i r s t  chapter on Gerty and romance f ic t io n .
7. L .J . Morrissey notes a con trast between what l ie s  ins ide and what 
remains outside in  the use o f the snow, contrasted as 'pu re ' from 
G abrie l's  vantage po in t inside the house, against the r e a l i ty  o f i t  as 
slush outside. "Inner and Outer Perceptions in  Joyce's 'The Dead'", 
Studies in  Short F ic t io n , v o l.25, no.1; p .24.
8. These words to  Gretta are echoes o f Joyce's own to  Nora: "Why should
I not c a ll you what in  my heart I co n tin ua lly  c a ll you? What is  i t  th a t
prevents me unless i t  be th a t no word is  tender enough to  be your name"
(L e tte r to  Nora, 26 September 1904), Le tters o f James Joyce V o l . I I ,
ed ited by Richard Ellmann, London:Faber ancl Faber, 1966, p .56. The 
c ir c u la r ity  o f th is  is  fu rth e r echoed by Joyce repeating, f iv e  years 
la te r ,  words from "The Dead" to  Nora: "Do you remember the three 
adjectives I have used in  The Dead in  speaking o f your body. They are 
these: 'Musical and strange and pe rfum ed '..." (L e tte r to  Nora, 22
August, 1909) Selected L e tte rs , edited by Richard Ellmann, London:Faber 
and Faber, 1975; p .163.
9. Naomi Segal, Narcissus and Echo: Women in  the French R ec it,
Manchester Manchester U nivers ity  Press, 1988; p .14.
10. This aspect o f myth has been explored more fu l ly  in  my e a r lie r
chapter on ALP.
11. Segal, c f .o p .c i t . ;  pp.7-8.
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12. Margot Norris w rites  o f the 's ile n c in g 1 o f women's 'back answers': 
"The narra tion  o f 'The Dead'. . .successfu lly  s t i f le s  a series o f back 
answers th a t i t  cannot prevent from erupting in  the te x t . . . th e  s to ry 's  
donnee emerges as the tragedy o f the would-be male a r t is t ,  h is  fa ilu re  
o f s e n s ib il ity  and i t s  recuperation, ra the r than the tragedy o f the 
would-be female a r t is t ,  her s ile n c in g , p ro tes t, and s ilenc in g  yet again 
by a r t  i t s e l f "  "S t if le d  Back Answers: The Gender P o lit ic s  o f A rt in
Joyce's 'The Dead"', Modern F ic tio n  Studies v o l.35, no.3, Autumn 1989; 
pp.480-82.
13. Segal, c f .o p .c i t . ;  p .3.
14. Segal, c f .o p .c i t . ;  p .15. In a h igh ly  in form ative essay, Janet 
Egleson Dunleavy notes the m u ltip le  presences o f past 'ghosts ' a t the 
dinner in  "The Dead", but while I read the m irro r as e sse n tia lly  f ic t iv e  
here, she argues: "Ghosts and m irrors are t ru th te l le rs ;  ghosts and 
m irrors always re f le c t  the true  s e lf  in  a l l  good ghost s to r ie s " in  "The
Ectoplasmic T ru th te lle rs  o f 'The Dead'" in  James Joyce and His
Contemporaries, edited by Diane A. Ben-Merre and Maureen Murphy, 
Westport:Greenwood Press, 1989, p .4.
T i l ly  Eggers in  "What is  a Woman...A Symbol Of?" argues fo r  a 
combination o f both tru th  and f ic t io n  in  connection w ith the m irro r: 
"Through her s tory  about Michael Furey, through the m irro r o f f ic t io n ,  
Gretta becomes divided from he rse lf and made whole...The distance
between (h e rse lf and Gabriel) and the reader is  also a s to ry , a m irro r 
which is  true  as i t  ind icates fu rth e r t ru th "  James Joyce Q uarte rly* 
v o l.18, 1981, p .390.
15. Robert Crooks w rites  extensive ly on the subject o f b lind ing  and 
'screen memories' in  "T rip tych V is ion : Voyeurism and Screen Memories in 
Joyce's P ortra it", Modern F ic tio n  Studies v o l.38, no .2, Summer 1992; 
pp.377-401 . While he makes the ‘lin k  between women and b lind ing  though 
ca s tra tio n , the concept o f 'screen memories' is  o f p a rt ic u la r  relevance 
I fee l in  view o f the m u ltip le  use Joyce makes o f the v e il throughout _A 
P o r tra it . Like the use o f the mask, w ith which he associates the fig u re  
o f the p r ie s t,  the v e il conceals and yet reveals a t the same tim e. The 
p o s s ib il ity  o f associating Stephen's concept o f "masked memories" 
(P .139) w ith women e x is ts  through the use o f c lo th ing  imagery here.
16. C r it ic s  are t ra d it io n a lly  divided over the im p lica tions o f the 
ending o f "The Dead". Although Suzette Henke recognizes G re tta 's  status 
as a s to ry te lle r ,  and recognizes the ambivalence o f the ending, she 
argues th a t th is  has an u ltim a te ly  re juvenating e ffe c t on Gabriel: 
" ...s h e  makes possible the sp r itu a l redemption o f G abrie l" (James Joyce 
and the P o lit ic s  o f Desire, London & New York:Rout!edge, 1990; p .46; see 
also Gary J. Poplawski c f .o p .c i t . ;  p .53). Others consider G abrie l's  look 
to  the west as movement towards death, l ik e  Ross Chambers: " ..a s  Gabriel 
d r i f t s  in to  the death o f sleep" in  "Gabriel Conroy Sings fo r  His Supper, 
or Love refused ('The Dead')" in  Modern C r it ic a l In te rp re ta tio n s : 
Dubliners, edited by Harold Bloom, New York:Chelsea House Publishing, 
1988; p .119.
17. M arjorie Garber, Vested In te re s ts : Cross-Dressing and Cultural 
Anxiety, New York:Routledge, 1992; London:Penguin, 1993; pp.212-218.
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18. Griselda Pollock, Vision and D iffe rence: Fem inin ity, Feminism and 
H is to ries  o f A rt, London and New YorkrRoutledge, 1988; p .62.
19. Shari Benstock w rites  in  "C ity  Spaces and Women's Places in  Joyce's 
D ub lin": "We meet no women w r ite rs , we hear no women s to ry te lle rs . . .L ik e  
the c i ty  o f Dublin, s to ry te ll in g  is  a male province -  a place delineated 
in  the male psyche" (James Joyce: The Augmented N in th , edited by Bernard 
Benstock, Syracuse:Syracuse U n ivers ity  Press, 1966; p .296). I have
sought to  demonstrate th a t w hile  women may not be able to  walk through 
the c ity  le g it im a te ly , as the only women who do are in  fa c t
's tre e tw a lk e rs ', they are able to  cross over from ce rta in  designated 
spaces in to  other ones, or are poised a t the edge o f such a crossing 
over. G re tta 's  crossing over from the house to  the garden is  re fle c te d
in  her a b i l i t y  to  t e l l  s to r ie s ; in  con trast to  Benstock's cla im , I would
argue th a t we hear women s to ry te lle rs  a l l  the time in  Joyce's Dublin.
20. Noted also in  Jenijoy La B e lle , Herself Beheld: The L ite ra tu re  o f 
the Looking Glass, Ithaca and London: Cornel‘l U n ivers ity  Press, 1988;
p .80.
21. Richard Ellmann, James Joyce, Oxford:Oxford U n ivers ity  Press, 1959 
and 1982; p .149.
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